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INTRODUCTION 


Not long ago, the name Eric Johnson was known mainly by those familiar with 
the bustling Austin, Texas music scene. However, with continuously enthusiastic 
endorsements by established peers such as Allan Holdsworth, Steve Morse, Stevie Ray 
Vaughan and Larry Carlton (to name a few!), many knew that it was only a matter of 
time before the rest of the world would also discover the guitar prodigy named Eric 
Johnson. 

A guitarist true to his own ideals and pursuits (and apparently in no rush to 
achieve immediate “fame and fortune”), Eric repeatedly turned down high-profile 
touring opportunities with other musicians in order to pursue a career performing his 
own music. In 1986, after several years of struggling to get various projects off the 
ground, Eric’s patience and integrity finally paid off with the release of his first solo 
album, Tones. Tones was more than well-received by guitarists around the world (Eric 
even received a Grammy nomination for the album!). He quickly earned the status of 
an underground guitar legend. Four years later Eric Johnson would surface from his 
underground stature to greater recognition with the release of his second solo album, 
Ah Via Musicom. The improved songwriting and undiminished guitar virtuosity on this 
sophomore effort helped produce several successful radio singles that ultimately 
pushed Eric’s music into the mainstream. 

Despite his recent rise in popularity, there are still very few articles and 
interviews in existence that delve deeply into Eric’s music and personal playing style. 
This book serves to provide a long awaited and detailed look into many of the 
techniques, tricks and theory involved in some of Eric’s best music. 

The book covers twelve tracks from Eric’s two solo albums, Tones and Ah Via 
Musicom. Transcription excerpts are provided with accompanying lessons that instruct 
the reader on how to perform and study the playing techniques involved in each 
example. Although in some cases a portion of a song may not be included in the book 
(in order to make room for the lessons), the omitted guitar parts are usually ones that 
the reader can easily learn by ear once the provided examples are mastered. While 
studying the lessons and transcriptions can be a great way to learn how to perform 
some of Eric Johnson’s best music, it can also provide a means with which you can 
use some of Eric’s techniques to improve and develop your own personal style of 
guitar playing! 


Editor’s Note: 
For complete transcriptions of all of Eric Johnson’s music, check out the two 


transcription folios for Tones and Ah Via Musicom, also available through Hal Leonard 
Corporation. 


HISTORY 


Eric Johnson was born on August 17, 1954, the son of an Austin, Texas physician. 
Having three sisters who played piano and an older brother who played the guitar, Eric grew 
up in a rich musical environment. He studied piano for six years before deciding to pick up 
the guitar at age 11. Influenced by guitarists who ranged a variety of playing styles 
(including Jimi Hendrix, Jeff Beck, Wes Montgomery, Django Reinhardt, The Ventures and 
Brian Jones), Eric’s playing progressed rapidly, and within a few short years, he began to 
develop a unique playing style all his own. At age 15, Eric began playing his first gigs with 
Mariani, a four-piece rock band led by drummer Vince Mariani. The experience gave him 
the opportunity to explore writing music for a live ensemble situation and even lead to a jam 
session with the renowned blues-rock guitarist Johnny Winter. 

Following a trip to Africa with his family, Eric headed back to Texas. In 1974, he 
joined Austin’s first notable fusion band, The Electromagnets. Within a year, The 
Electromagnets recorded their first album, a self-titled effort comprised of wild, eclectic 
sounding compositions. Despite being released regionally by EGM, the album never landed 
the band a major label deal, and after a four-year struggle to make things happen, the 
Magnets (the name was later shortened) decided to break up. 

After his experience with The Electromagnets and living in New York for a while, Eric 
formed the Eric Johnson group with drummer Bill Maddox and bassist Kyle Brock. In 1978, 
the trio recorded an album-length master tape called Seven Worlds. (Although the album was 
never released, two of its songs, “Zap” and “Emerald Eyes,” were re-recorded for Tones.) 
Johnson spent several years touring and supporting his new band, but unfortunately the group 
never made enough of the right "connections" to achieve any substantial success. In 1981, 
Johnson reluctantly dissolved the unit and turned his attention towards playing solo acoustic 
guitar. 

Later that year, Johnson renewed his musical pursuits on the electric guitar and formed 
another trio with which he would write and play for the next several years. While nothing of 
consequence was ever recorded by the group itself, Eric did manage to pick up some studio 
session work on his own. Some of his most noteworthy session work includes: adding a 
guitar solo to the song “Minstrel Gigolo” on Christopher Cross’ self-titled solo LP; playing 
on Cat Stevens’ Back To The Earth album; and performing guitar and piano on Carole 
King’s 1982 LP, One To One. In 1985, however, Eric recorded perhaps his most 
remembered work as a “sideman” by appearing on Steve Morse's Stand Up LP. An admirer 
of Johnson’s talents, Morse invited Eric to co-write, sing and solo on the cut “Distant Star.” 

In the same year he helped in the recording of Morse's “Distant Star,” Eric formed his 
next group featuring Roscoe Beck on bass and Tommy Taylor on drums. Eric's current 

Бапа, which recorded Ah Via Musicom, features Kyle Brock on bass and Tommy Taylor on 
drums. Several months later, Johnson received his big break when Warner Bros. signed the 
group after hearing the trio's demo tape. In 1986, Eric Johnson finally got to release his first 
solo album, simply titled, Tones. 


EQUIPMENT 


Nicknamed “The Tone Ranger,” Eric Johnson is famous for his obsession in striving to 
achieve the perfect guitar tone to accompany each new musical situation. Here’s the basic 
lowdown on the equipment Eric Johnson uses in order to coax a varied range of tones from 
his guitar in concert. 

Eric usually plugs one of his two main guitars (both of which are classic Fender 
Stratocasters—1954 and 1958 models with stock pickups, with the exception of a DiMarzio 
Н5-2 pickup in the bridge position on the ‘54) into a unique switching system that allows 
him to choose between his clean, rhythm and lead tones. The custom switching system is 
comprised of two independent A/B switches. The first A/B switch allows Eric to choose 
between his rhythm and lead amp set-ups. When this first switch is left on the “rhythm” 
setting, the guitar input signal goes to the second A/B switch, which allows Eric to choose 
between his clean rhythm set-up and his distorted rhythm set-up. 

Each of the three possible tone settings (rhythm, distorted rhythm and lead) are actually 
three completely different amp setups altogether. Using different amp setups like this helps 
satisfy Johnson’s obsession for tone by allowing him to take advantage of the unique sounds 
that different amps can offer for different playing situations. Unlike some set-ups that use a 
single amp that may sport two or more channels but share the same tone controls (additional 
channels may be labeled as the clean, boost or lead gain channel), Eric’s rig allows him to 
create a specific guitar sound for each tone “setting” without sharing tone settings made on 
another channel. Another benefit to Johnson’s rig is that by having three different amp 
setups, he can also have a separate effects setup for each amp, as well. A single amp system 
usually requires that all channels share many of the same effects! 

Eric’s clean amp setup is as follows: His guitar signal first goes into an effects loop 
switch that, if Eric desires so, can route the signal through an alternate chorus effect created 
by an Electro-Harmonix Deluxe Memory Man. The signal then goes through an old 
Echoplex tape delay unit, and then into a T.C. Electronics Stereo Chorus effect. The signal 
from this main chorus effect is sent out in stereo to two Fender Twin Reverb amps, both of 
which power a single Marshall 4 x 12 stereo cabinet. 

For his distorted rhythm sound, Eric’s guitar signal runs through an Ibanez Tube 
Screamer, then a Fuzz Face fuzztone followed by an MXR chorus and an MXR Digital 
Delay. A Dumble Steel String Singer amp head drives a single Marshall 4 x 12 cabinet wired 
at 8 ohms (instead of the usual 16 ohms—yet another by-product of Johnson’s unending 
quest for tone!). 

Johnson’s lead sound begins with the signal flowing into a Cry Baby wah-wah pedal 
and then into a Chandler Tube Driver. A single 4 x 12 Marshall cabinet (again, wired at 8 
ohms) is driven by either a 50- or 100-watt Marshall head. When using a Marshall head, Eric 
uses a Y-cord to plug into both channels, with the volume controls turned up to 10. 


TONES 


Eric Johnson's first solo album, Tones, is the culmination of many years of practice, 
performance and overall persistence in making his music available to the mass public, 
Laden with a diverse range of playing textures, Tones offers the listener a comprehensive 
first look into the heart and soul of Eric Johnson’s musical history. The four selected 
tracks that follow, “Victory,” “Soulful Terrain,” “Bristol Shore” and “Zap,” contain some 


great examples of the amazing playing techniques and skills Eric developed over the 
years. 


VICTORY 


By Eric Johnson, Roscoe Beck and Tommy Taylor 


While on Tones, “Victory” is the closing track for the album, here the song serves as a 
good opener, as it contains many of Eric Johnson’s essential trademark playing techniques. 
These techniques, such as the hybrid picking discussed below, can be found in many of the 
songs to follow and are an integral part of Eric’s playing style. 


Figure 1 Study 


To provide the tune with some extra “motion” over drummer Tommy Taylor’s half-time 
feel, Eric plays constant 8th note rhythms in his lead guitar melody. For those of you who are 
just learning to read standard music notation, the 8th note rhythms in Figure 1 are the notes 
or chords that are connected with just one beam across. (Single 8th notes are the stemmed 
notes that carry only one “Пар.”) 

If you don’t know how to read standard notation (located in the top staff system), and 
are working with just the tablature, you’ll have to rely on the recording alone to decipher the 
exact rhythms for each example. When you first start learning these riffs, spend some time 
listening carefully to the guitar parts in the recording. You'll be able to learn this tune (and 
others) much quicker and more easily if you can hear the guitar parts “inside your head” 
before you attempt to play them on guitar. In other words, you’ll be using your ears to help 
you play the right notes and rhythms on the guitar, rather than simply playing a game of hit- 
and-miss with the fretboard! 


Figure 1 Performance 


In the second half of Figure 1 (at rehearsal letter С), Eric uses a right-hand technique 
known as hybrid picking to provide his chords with a unified, percussive-sounding attack. 

A technique commonly employed by Johnson, hybrid picking involves holding the pick 
between the index finger and thumb in order to free up remaining digits to fingerpick a chord 
or lick. The main benefit to hybrid picking is that it enables you to choose between regular 
flatpicking or fingerpicking techniques individually or simultaneously without having to set 
the pick down. 

To perform hybrid picking on the F chord on beat 3 of bar 21, use your middle and ring 
fingers to pluck the notes F (10th fret, 3rd string) and A (10th fret, 2nd string) while at the 
same time flatpicking the C note (10th fret) on the 4th string. By plucking the chords like 
this, you can achieve a more unified-sounding attack, similar to that produced by playing a 
chord on a piano. 

If hybrid picking is a new technique to you, it may take some effort getting used to 
plucking the strings with both your fingers and pick at precisely the same time. Try 
practicing hybrid picking your own chords for a bit, and then work on those found in 
“Victory.” Start out slowly, in order to give your right hand a fighting chance! 

Because a majority of Eric Johnson’s songs involve switching between single-note lead 
lines and fingerpicked chord progressions, hybrid picking is one of the primary techniques 
you'll need to learn well in order to accurately perform his music. 


Figure 1 
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Figure 2 Study 


In the first two measures of Figure 2, Eric plays an intriguing lick that may conjure up images 
of the Far East. Johnson produces this unusual sounding lick by employing his “Кого” technique, a 
unique picking attack that imitates the exotic sound of the Japanese Koto. (See performance notes 
below.) 

Throughout the rest of this “bridge” section to “Victory,” Johnson creates a lofty-sounding 
melody by arpeggiating chords (breaking up the chords, playing one note at a time), rather than 
playing lead lines. Eric also uses open strings with some of the chords and allows many of the notes 
to ring together to help produce a lighter, or more mellow-sounding passage. By doing so, Eric 
gives the listener’s ears a chance to “relax” before returning to the more punctual, energetic 
sounding “chorus” section (rehearsal letter В). 


Figure 2 Performance 


Eric Johnson’s Koto technique (see Fig. 2 study) is a two-handed fretboard maneuver in which 
you use your right hand’s first finger to tap on a note while simultaneously plucking the string with 
the right hand’s thumb. The left hand frets a note nearby on the same string in order to bend or 
provide vibrato to the note. When plucking the string with the thumb, strum as closely to the note as 
possible, as this is largely responsible for the tinny, thin, koto-like sounding attack. (Notes 
strummed or plucked over the fretboard like this generally have a more brittle sound than those 
strummed over the pick-up area of the guitar.) In most cases where he employs this technique, Eric 
will follow each right-hand “koto tap” by pulling-off to the lower note, which is already fretted by 
- the left hand. 

It also is possible to perform the koto technique while holding on to your guitar pick. To do so, 
hold on to your pick with your index finger and thumb, and use your right hand’s middle finger to 
tap the fretboard target note. This means that you'll then need to strum close behind the tapped note 
with the pick instead of your right hand thumb as described earlier. While this method may be a bit 
trickier to execute than the “pickless” version, it will provide you with a smoother sounding 
transition between song sections and prevent a live performance from turning into a guitar pick 
juggling act! 


Figure 3 Study 

For much of the solo in “Victory,” Eric’s licks revolve around the F minor pentatonic scale (F, 
А», Bb, C, and Eb). This is particularly interesting because, for the most part, the song has remained 
in the key of Е major! (Е, С, A, Bb, С, D and Е). One would usually refrain from soloing in a minor 
key when the backing chords play in a major tonality in order to avoid a clash of dissonant- 
sounding intervals between instruments. (You can find the potential “problem” intervals by 
comparing the notes between the two scales listed above.) However, a close look at the backing 
chords will reveal that Eric cleverly “adjusts” the tonic chord, F major, into a simple power chord, 
which can reflect either a major or minor tonality! For those of you who may not know, a power 
chord is made up of only two notes: the root of the chord, and the Sth degree above it. For example, 
ап Е power chord, labeled 75, contains only the notes F and С. Without a major or minor third 
interval, or degree, above the root, a chord’s tonality becomes somewhat ambiguous. In this case, 
the F5 chord allows Johnson the opportunity to cut loose in the bluesy sounding minor pentatonic 
scale, without really having to change the song’s key. 


Figure 3 Performance 
The study for this example mentioned that Eric revolved many of the licks in his solo around 
the F minor pentatonic scale. The minor pentatonic scale (major scale degrees 1, 3, 4, 5, ^7) is 


actually a blues-based scale consisting of only five (penta) notes borrowed from the natural minor 
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scale. (Check out Ше scale chart, Fig. 3A.) This is often the scale of choice for lead guitarists, not 
just because of its unique bluesy quality, but because the box shape it resembles is easy to 
memorize and play. 

In addition to learning the minor pentatonic scale discussed above, performing many of the 
licks in this solo and others will require a knowledge of a few basic playing techniques. In fact, 
before proceeding any further in the book, I would strongly suggest that you be proficient in, or at 
least familiar with, the following techniques: string bending, vibrato, hammer-ons and pull-offs, 
and slide techniques. (If you have trouble recognizing these techniques in the sheet music, check 
out the notation legend found at the end of this book!) By assuming that the reader has at least a 
basic knowledge of these common playing techniques, we continue focusing primarily on the more 
personal and intricate aspects of Eric Johnson’s playing style (such as with the koto technique 
discussed earlier in Fig. 2). 


Figure 3 
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this section presents is its rhythmic ambiguity. This lack of definite rhythmic structure is referred to 
as free time and is intentionally used to create such an atmosphere or mood as you hear at this point 
on the album. When musicians perform music in free time, instruments do follow a similar tempo, 
although their individual rhythms are rough, at best. The rhythmic nebulosity usually continues up 
until a marking on the music called a fermata (or sometimes referred to as a “bird’s eye”). This sign 
indicates a hold or pause in the music. The fermata may be used to create a dramatic pause in the 
music, or simply an opportunity for the instruments to come together after playing in free time. As 
the duration of the fermata is determined by the conductor or leader of a group, the release of this 
musical pause usually requires some sort of physical signal from the band leader. However, 


sometimes an instrument may play a pick-up, or cue note, to lead the rest of the instruments back 
into a “normal” rhythmic pulse. 


Figure 4 Performance 


The heavenly-sounding licks found in Figure 4 are the result of Eric’s usage of harp 
harmonics. Pioneered by guitarists Chet Atkins, Ted Greene and Lenny Breau, this form of artificial 
harmonic produces chime-like arpeggios from fretted chords. 

Performing a harp harmonic involves touching a harmonic node point with the right hand’s 
index finger (the best node point is usually the octave, found 12 frets above the note fretted by the 
left hand), while the right hand’s thumb simultaneously plucks the string. To play Figure 4, main- 
tain the appropriate chord shape shown above the staff, and locate the harmonic nodes 12 frets above 
each fretted pitch. When searching for these node points, it often helps to visualize the chord shape 12 
frets higher on the fretboard. When playing through the example, you’ll need to alternate between the 
harmonics played by the right-hand thumb and index fingers with the “regular” fretted notes. When 
doing so, simply use your right-hand middle finger to pluck notes not labeled with the term “H.H.” 

It goes without saying that you’ll need to take it slow when first learning to play harp 
harmonics. Work through Figure 4 one bar at a time, and bring the piece up to speed only after you 
become comfortable with the technique. Once you’ ve practiced this example for a bit, try coming up 
with your own harp harmonic licks and melodies by using different chords and picking sequences. 
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SOULFUL TERRAIN 


By Eric Johnson 


Figure 1 Study 


To create the pulsating guitar chord heard continuously throughout the beginning of 
“Soulful Terrain,” Eric Johnson strums an Absus4 chord once and hits the repeat hold on 
his digital delay effect. As heard on the recording, the unit repeatedly sounds the chord, 
allowing Eric to “overdub” his chordal melodies live. ۱ 

Reproducing this hypnotic delay effect will require such a delay/echo effect with an 
infinite hold button. Set the delay effect for a delay time of approximately 310 ms. 
(milliseconds) and the effect mix to 5096, or equal to the output level of the dry signal. 
Because the chord riffs that follow are played in time with the repeated chord figure, the 
amount of delay time set on the unit will determine the tempo at which the song is played. 
(Therefore, when you are setting the delay time, check to make sure that whatever tempo 
you play at works with the other song sections as well.) 

Unfortunately, delay units without the infinite hold feature will not work, even if the 
delay's regeneration setting (or feedback) is set at 99-100%. This is because the delay 
effect’s volume level will still slowly reduce (Each slap-back echo will be slightly quieter 
than the previous one), and the delay signal will die out long before the end of the song's 
introduction. However, one alternative to the infinite hold button is, if your delay unit has 
sampling capabilities, you can set up a looping sample of the Absus4 chord ahead of time. 
Simply set the sample length for approximately .41 seconds and the volume/mix for 50% 
or equal to the original signal level. While this method may involve more preparation than 
using an infinite hold button (you may need to record the sample several times before you 
get a good “чаке”), it will do the job. 


Figure 1 Performance 
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Figure 2 Study 


In Figure 2 of “Soulful Terrain,” the modest, yet intriguing melody Eric plays acts as the 
“verse” section for the tune. By creating this simple, easy-to-follow lead melody, Eric gives the 
listener’s ears a chance to “rest” before the more involved chorus and solo sections. Not to say that 
Johnson’s music is overly demanding on one’s ears, but even Eric realizes that if he played nothing 
but complex melodies and blistering non-stop lead licks throughout the entire song, things could get 
stale fast! Figure 2 essentially follows the age-old saying, “Sometimes less is more.” 
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Figure 2 Performance 
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finger will fret those on the 14th fret, and so on. An exception to position playing, however, Occurs 
in bars 11 and 15. There you'll need to really stretch those digits to perform the E^5 arpeggio and 
then jump back into 13th position, having the pinky finger fret the Ab note (16th fret, Ist string) on 
the last beat. Otherwise, try to stay in position for licks whenever possible, as this will help гедисе 
any unnecessary left-hand movement, and will provide for smoother and easier execution of the 
techniques involved. 
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part is barely heard throughout Ше first six bars of the chorus, the рап (Gtr. 1) can easily be heard 
after bar 7 of this example, when Eric records a more involved rhythm figure behind his lead guitar 
melody. By continuously hybrid picking the chords here, Eric Johnson provides an extreme 


example of the distinctive, punchy-sounding quality that his favored right-hand picking technique is 
capable of producing. 


Figure 3 Performance 


When working with licks that incorporate slide techniques in them, such as those in the 
chorus to “Soulful Terrain,” it is often helpful to experiment with different fingerings in order to 
find the most comfortable and fluent application. 

For instance, when performing the lick in the first two bars of Figure 3, your first instinct will 
probably tell you to fret the first note of the melody, B^ (6th fret, 1st string), with your index finger 
and then fret the following note, G (8th fret, 2nd string), with your ring finger. You’ll then be able 
to easily perform the subsequent slide from Ше С note to Е (6th fret), and then fret the next note, Е” 
(4th fret), with the index finger. At the end of bar 2 (in beat 3), however, you’ll need to first use 
your index finger for Ше melody’s pick-up note, С (5 fret, 3rd string), and then use either your 
pinky finger, or stretch your ring finger up to fret the higher octave C (8th fret, Ist string). You may 
want to utilize the ring finger “stretch” method, as this will allow you to handle the rest of the lick 
as you did in the first measure. While initially using your pinky finger may feel like the comfortable 
way to go, you’ll find that the “pinky method” will force you to either (a) learn a new fingering for 
the same lick played in the first measure (and this may be a bit confusing when performing the 
piece at tempo!), or (b) execute a two-fret stretch between the middle and ring fingers when moving 
from Ше note В? (6th fret, last beat of bar 2) to С (8th fret, second beat of bar 3). Most would 
probably find that the index finger-ring finger stretch (mentioned earlier) is much more comfortable 
than the middle finger-ring finger stretch. 

If you managed to read through that last paragraph on the first try, congratulations! While the 
above fingering suggestions may be a little too thorough, hopefully they will help shed some light 
on how exploring different fingering options can promote the best performance of a specific lick or 
riff. Note, however, that these are only two of several different ways you could play guitar 2’s part 
in Figure 3. As an exercise, try to come up with a couple of fingering variations for those licks 
discussed earlier, and then see how your versions can be applied when working through the lick in 
bars 4-6. Exploring different fingerings for the same lick(s) is a great way to expand on your 
knowledge of the guitar’s fretboard. The more you open your mind (and fingers) to as many options 
as possible, the more able you will be to overcome any technical obstacles you encounter in a piece 
of music. 
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Figure 4 Study 


Anyone even vaguely familiar with Eric Johnson's music knows he is easily capable of 
performing blistering lead runs as fast as any other of the “heavy hitters” out there. In his solo for 
“Soulful Terrain,” Eric shows us how “speed” is most effective when used sparingly, and for the 
purpose of providing surprise or climax to a piece of music. 

Throughout most of his solo, Eric plays moderately-paced licks (most of which seldom get 
any faster than 8th-note rhythms), allowing notes to more easily convey their melodies to the 
listener. Eric realizes that if he “shredded-up” the fretboard right from the beginning, most listeners 
would probably lose interest fast, as the notes would go by too quickly for the average person to 
comprehend. It would just sound like a flurry of notes to all but the most skillfully trained ears! 

In the last few bars of Figure 4, however, Eric unexpectedly cuts loose, firing off a barrage of 
legato-sounding (smooth) licks to bring the solo to a dizzying and dramatic climax. 


Figure 4 Performance 


Performing many of Eric Johnson’s licks in his solo for “Soulful Terrain” will require quite a 
bit of finger stretching and position shifts. You’ll probably need to make several slow passes 
through Figure 4 to determine what sort of fingerings you'll need to use. 

For the licks in bars 1-2, you can pretty much stay in 13th position (your index finger frets 
notes found on the 13th fret, middle finger on the 14th fret, etc.). However, the following licks in 
bars 3-4, as well as the blistering run found later in bars 13-14, will be considerably more difficult 
to play, and will certainly require the use of some unusual finger stretches and/or position shifts. To 
help you through these more challenging licks, I have provided some suggested left-hand fingerings 
between the staff and tablature. As each left-hand fingering suggestion represents only one of many 
possibilities, you may want to work out some versions that better suit your own playing style or 
habits. 

When working with the solo for “Soulful Terrain,” or when learning any other new licks or 
techniques, start out slowly! This will help your ears to more easily locate any problem areas in 
your playing. You'll then be able to correct your own mistake(s) immediately, instead of simply 
playing the lick over and over, hoping that the glitch will “iron itself out.” 
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BRISTOL SHORE 


By Eric Johnson 


Figure 1 Study 


While the airy-sounding and mesmerizing introduction to “Bristol Shore” may sound 
like a series of complex chord structures, the progression is actually created by simply adding 
different root notes to a basic open Dsus2 chord! To better hear how one note can 
dramatically change a chord’s tonality, first strum an open Dsus2 chord (shown in Figure 
1A), and then strum the chord again, only this time adding the note C to the 3rd fret on the 
Sth string. (You'll need to observe the suggested left-hand fingering for the Dsus2 chord.) If 
you haven’t recognized it yet, this chord is actually the C6/9 chord, which Eric arpeggiates 
throughout the first two measures of Figure 1. When you change the bottom note of the 
Dsus2 chord to a G (3rd fret, 6th string), the chord’s tonality now takes on that of a G6/9 
chord (as in bar 3 of Figure 1). Now strum the Dsus2 chord, and then compare it with the 
Asus4 played in the 4th measure of Figure 1. In this case, the chord may still sound like the 
Dsus2 chord, only slightly “heavier.” This is because the note А is actually part of the Dsus2 
chord (the 5th degree), and doesn’t contribute significantly towards a new chord sound. 
However, when played with the other chords in Figure 1, the overall harmony of the chord 
progression allows the open A string to imply that this chord sounds like an A chord—Asus4 
to be specific. 


Figure 1 Performance 


Perhaps the most difficult part in performing the arpeggiated intro to *Bristol Shore" 
will be figuring out a comfortable right-hand picking pattern. To most comfortably play 
through Figure 1, you'll want to employ either alternate or economy right-hand picking 
techniques. Constant down-picking or up-picking methods will result in choppier-sounding 
rhythms, especially when skipping strings. 

For those of you unfamiliar with alternate picking, this technique involves strictly 
alternating between down and up pick attacks (down, up, down, up, etc.) in order to more 
efficiently economize the right hand's picking motion. As a result, alternate picking usually 
provides for the cleanest and most accurate-sounding notes and rhythms over all other 
picking techniques. 

While alternate picking can offer greater note clarity and precision, it does require a 
great deal of practice and patience to perfect. If you have trouble getting used to alternate 
picking, you may find that using economy picking better suits your playing habits. With 
economy picking, you still alternately pick notes, except for when moving from one string to 
another. When moving to a higher string, you use consecutive downstrokes, letting the pick 
"fall" onto the next string. Likewise, when moving to a lower string, use two consecutive 
upstrokes. Economy picking can significantly reduce stress on the muscles in your right hand 
and forearm, making certain passages easier to execute. 

I have provided an economy picking pattern below for the first four bars of Figure 1. 
Remember that this is just a suggested picking pattern, and if a certain area gives you a lot of 
trouble, feel free to experiment and come up with a picking variation of your own! 
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Figure 2 Study 


Figure 2 shows how Eric creates the bridge and the chorus to “Bristol Shore” with the same 
chordal “voice-leading” motif he used in the song’s introduction (as mentioned in the study for 
Figure 1). In the bridge (with the exception of the last two bars), however, the chordal harmonies 
revolve around the section’s initial chord, Csus2/4. Again, Eric creates the chord progression by 
simply changing the bottom “root” note of the Csus2/4 chord. (You can easily perform this 
sequence of chords by simply figuring out a fingering for the Csus2/4 chord that will allow you to 
change the root notes without having to take your other fingers off the higher strings.) 

As an exercise, work through the chorus to “Bristol Shore,” searching for the “common 
thread” (in this case, the common chord!) that weaves the entire chord progression together. Then 
strum (don’t arpeggiate, as in the recording) through the progression, listening to and comparing 
each chord. Notice how much or how little one note can affect a chord’s overall tonality. Studying 
these examples will give you a few ideas on how you can similarly experiment with chords when 
composing chord progressions of your own. 


Figure 2 Performance 


When playing through the arpeggiated rhythm figures in “Bristol Shore,” be sure to allow all 
notes to ring together as long as possible, as indicated at the beginning of the transcription by the 
term “let ring throughout.” То do so, plan out the left-hand fingerings for each chord in advance. As 
most of the chords in each section share many of the same notes, choose fingerings that allow a 
chord’s notes to ring as long as possible. Otherwise, you might find yourself cutting certain chord 
tones short every time you lift your hand off the fretboard for a chord change. 

To help get you started with Figure 2, I’ve provided some possible left-hand fingerings 
between the staff and tablature for the first couple of bars in both the bridge and chorus sections 
(measures 1-2 and 9-10). When changing chords, make sure to lift only those fingers required to 
form the following chord. Leaving the other digits planted on the fretboard will allow the notes to 
ring their full duration, lending towards a “seamless” chord change. 
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Figure 3 Study 


In his solo for “Bristol Shore,” Eric provides a skillful and creative example of how to play 
over changes. A term most often used among jazz musicians, “playing over changes” refers to 
when a soloist revolves his licks and melodies around the chord tones and tensions (tensions are 
notes “outside” the chord’s diatonic triad, or Ist, 3rd and Sth degrees) found within the backin 
chords. For a clear example of this, check out the lick in measures 3-4, played over an Fsus4 chord. 

A close study of the first few beats of this lick reveals that the notes are actually part of an F 
major arpeggio, located in your basic F barre chord found up on the 8th fret. The word arpeggio 
(originally a classical European musical term) is often used to describe when a chord’s notes are 
broken up and played one at a time. Note, however, that arpeggios don't always look like their 
strummed counterparts, as in the above example. It's quite possible to play an arpeggio on one 
string alone. Arpeggios work great when playing over complex chords because if you play an 
arpeggio that contains notes found in the backing chord, then obviously you can't go wrong. 

While soloing with notes primarily found within the backing chord’s structure is a great Way 
to play in key with the rhythm section, sometimes using notes "outside" the chord works, too. 
While outside notes are often used as passing tones (notes that connect the diatonic chord notes), 
they can also be employed in a more deliberate manner. By using notes that, in theory, clash with 
those found in the backing chords, along with diatonic chord tones, the soloist can create dramatic 
moments of tension and release, that can effectively draw the listener's attention to his licks. 

To better see how Eric Johnson plays over his own changes in “Bristol Shore,” continue a 
similar analysis of the next few measures on your own, comparing the lead guitar melody with the 
rhythm guitar's chords notated in the bottom staff system. 


Figure 3 Performance 


In his solo for “Bristol Shore," Eric moves around the fretboard in order to more effectively 
play over his own changes (see study for Figure 3). When first working with Figure 3, you can best 
learn how to comfortably jump from riff-to-riff like this by breaking up the solo into individual 
licks as they are found in each new area of the fretboard. For example, the first lick you would learn 
is located in measures 1-2. The second lick would begin at measure 3, as here Eric jumps up to the 
10th fret, thus requiring an entirely new fingering for the following notes. Go through the rest of the 
solo similarly, breaking it up into smaller, more manageable pieces (I would say about a half a 
dozen) that you can easily "digest." Learning Figure 3 like this should not only help you learn how 
Eric moves from one area of the fretboard to another, but will hopefully give you ideas and improve 
your skills on making smooth transitions between licks in your own solos. 
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Figure 4 Study 


This section of “Bristol Shore” displays Eric’s most extensive usage to date of his Koto 
technique, which was discussed earlier in Figure 2 for “Victory.” Notice how the backing chord’s 
lofty-sounding quality (see Figure 1) helps to further promote the eastern feel presented by the koto 


licks (as does the drummer’s choice of percussion accompaniment—listen for the China-boy 
cymbal in measure 7!). 


Figure 4 Performance 


Earlier in this book, Figure 2 for “Victory” introduced you to Eric’s Koto technique, as a 
couple measures in that section briefly involve the technique. Here, however, you get a full 16 bars 
of exaggerated koto usage to study! 

If you skipped over the earlier example, go back to Figure 2 for “Victory” now for a detailed 
description of how to perform the Koto technique. Because of the unique physical characteristics 
involved in executing this technique, you may be tempted to try experimenting and coming up with 
some slightly different fingering or picking methods of your own. However, to best recreate the 
eastern flavor presented on the original recording, I would suggest that you at idasi make sure to изе 
a right-hand finger to fret all notes requiring a tap attack. Here are a few more tips on performing 
the koto licks in Figure 4: 

1. You can best recreate the wide vibrato heard on the tapped notes by assisting with the left 
hand. As mentioned in Figure 2 of “Victory,” the left hand should already be fretting a note behind 
the tapped one anyway. (The tapped note usually releases to this lower note ) 

2. At the beginning of measure 5, tap the first note, G (8th fret), with š ЕТЕНЕ 
reach under or around the right hand with your left hand to hammeron ie note А (10th fret). You 
can then continue the lick by tapping the next note, C (13th fret), with your right hand. While it 
may feel a ише See у first, this method will allow you to n its Siu a right-hand 
finger and produce the best sounding koto effect. (It also looks impressive when done successfully!) 
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for-note. (Unless, of course, you’ve really got nothing better to do with a few long months of your~ 


life!) Use the excerpts and lessons as tools to learn how to apply the techniques and concepts 
involved within Епс 5 music for your own purposes! 
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ФАР 


By Eric Johnson 


Figure 1 Study 
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Figure 1 Performance 


e tune’s introduction is based on a major pentatonic 
morize the licks by associating/visualizing them with 


the relative minor scale, F minor pentatonic, found at the first fret. The F minor pentatonic scale 
(which we encountered earlier in Figure 3 for “Victory”) sports а commonly used “box” shape, which 
can help one navigate the fretboard more easily, especially when performing these scorching licks 
up to speed! 

Later in the intro, in measure 10, Eric spices up his clean, funky guitar part by employing two- 
note chords (sometimes referred to as dyads) to create an ascending harmonized-sounding run up 
the fretboard. Because of the rather wide 10th and 6th intervals between each of the chord’s notes, 
these diads have a unique “open” quality and sound exceptionally clear. If the licks sound vaguely 
familiar to you, it’s because blues and country guitarists commonly exploit these diads (especially 
those with intervals of a 6th) for the pedal-steel-type sound they can produce. These wide interval 
licks are also popular because the unusually clear sound they can produce tends to cut through the 
mix of other instruments, even when using heavy distortion. 
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Figure 2 Study 


When Eric kicks іп ће main riff at 0:25 (rehearsal letter B), we can hear (and see) that her, 
employing the trusty old minor pentatonic scale to lay down а وس‎ πα. However, 
at rehearsal letter С, Eric creates an interesting contrast in rhythms and harmony by having the bang 
50 into a half-time funk feel while he plays the lead melody in the key of F 0۶ pentatonic, The 
contrasting rhythms and harmony provide an uplifting, happy-sounding section, which duals with 
the "meaner"-sounding first riff. As a result, this schizophrenic play on tonality is sure to haye 


many a listener’s attention riveted to the tune! 


Figure 2 Performance 


In order to play through “Zap,” one of the most important things you'll need to master are the 
shuffle rhythms. You can play all the licks as fast and as smoothly as possible, but if you lack the 
proper shuffle fee! when performing with the recording or a band, your notes might as well be 
Square pegs trying to fit into round holes! (And was it Ringo who said, “If it ain’t got that Swing, it 
don’t mean a thing!"?!?) 

To become more familiar with the feel created by these shuffle rhythms, listen carefully to the 
recording, paying specific attention to the notes’ rhythms. Start out by listening to just one section 
of the tune repeatedly (Figure 2), and try to master that portion of the song on your guitar. When 
you first attempt to play the shuffle rhythms, start out slowly! This will allow you to closely 
examine your own rhythms and help you to hear and correct your own mistakes. When played in 
slow motion like this, you should notice that the riffs take on a swing-type rhythmic quality. When 
you speed up the tempo, this swing feel will gradually form the boogie-type shuffle heard on the 

. recording. (“Swing” is just a term more closely associated with similar rhythms played at a slower 
tempo.) If you still experience trouble in recreating Eric's rhythms in "Zap," go back and spend 
more time studying the recording (as well as the transcription), and stick to slower tempos when 
first working with the tune. 
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Figure 3 Study 


Because Eric Johnson is known as one of the most technically proficient musicians in rock and 
blues today, one might think his never-ending blaze of licks in his solo for “Zap” is a conglom- 
eration of various modes, scales, and off-the-wall performance techniques. While Eric is quite 
capable of soloing with any harmonic means possible, it may amaze many readers when they 
discover that a majority of Eric’s licks in this solo are derived from the basic F minor pentatonic 
scale! Eric knows that this familiar ol’ box-shaped scale (while I’m sure his level of playing 
transcends such visualization!) not only provides that classic blues sound to licks that employ its 
notes, but also facilitates easier physical execution of many cool-sounding licks at high speed. For 
example, after a few practice runs, many readers may find that the licks in bars 8-9 are actually 
quite easier to play than they sound on the recording! A good exercise for beginning players would 
be to go through Figure 3, and try and find those licks that can be played within the F minor 
pentatonic scale located at the 13th fret (see Figure ЗА, “Victory”). Visualize the scale “pattern” as 
you work with and memorize these particular licks, as this will help you to remember their location 
when experimenting with them in your own solos. “Zap” provides a wealth of information on 
soloing in the blues-rock idiom, and anyone sincerely interested in learning how to emulate or 
apply some of Eric’s solo styles to their own should closely study the licks and melodies found 
within this transcription. 


35 


Figure 3 Performance 


As mentioned in the study for Figure 3, many of Eric’s licks ш ар و‎ πρ ας 
minor pentatonic scale located at the 13th fret. This should make it fairly ied to 1. ош what 
type of left-hand fingering you'll need to employ on most of the me All that bt | remain is to 
Work on playing them cleanly and up to speed. (No small feat in дері) 0 وت‎ ing В licks 
played outside the 13th position blues scale, plan ahead! As you ll most likely | кези to the 
trusty F minor pentatonic box, look ahead in the transcription and E. w. you can plan your left-hand 
fingerings to facilitate the smoothest transition from position to posi А: 

: If уви encounter problems with any of the licks, remember to take it 00 at first е: that you 
can correct any mistakes in the early stages. Pay attention to detail!!! One ie y иши 
imperfection in performance at slow speed can easily trip you up when playing the lick at Eric’s 
break-neck tempo! 
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Figure 4 Study 
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Figure 4 Performance 


The best way to approach learning a monster solo like that in 2” E: 42. n 
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AH VIA MUSICOM 


Ah Via Musicom - “By way of communicating by music.” 


When he first set out to record (and self-produce) this follow-up LP to Tones, Eric 
Johnson intended to record the album live, with the later addition of just a few minor 
overdubs. In the end, however, Ah Via Musicom was saturated with overdubbed guitar, as 
Eric’s unbridled perfectionism forced him to make extensive use of the recording studio’s 
facilities in order to search out the absolute best tones and performances for the album. 
Setting out on a heightened quest for the right guitar tone for each track, Eric continually 
experimented, toyed and tinkered with various aspects of the recording process. He tried 
and tested all things that would and could be used in the recording process, comparing 
everything from recording consoles, to microphones, to even the exact type of guitar cable 
that would be used. (Eric is reportedly even able to distinguish the difference between 
different brands of batteries!) As a result, Ah Via Musicom took over fifteen months to 


complete, and was re-recorded three times before Johnson was finally satisfied enough 
with his work to release it to the public. 
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CLIFFS OF DOVER 


By Eric Johnson 


Figure 1 Study 


The licks in the first 5 “bars” of Eric’s fiery prelude mostly revolve around the E minor 
pentatonic scale (E, G, A, B, D), with an occasional passing tone from the E minor scale (E, Fi, G, 
A, B, C, D) or the E blues scale (E, С, А, ΒΡ, B, D). At bar 6, Eric begins utilizing string-skipping 
techniques to play an ascending progression of arpeggios made up ч ا سی‎ Te 
wide interval arpeggios create some very unique-sounding licks, similar to those found in early 
classical violin sonatas. Later, at the end of bar 7, Eric uses both his pick and fingers to perform 
more string-skipping acrobatics on some oblique motion licks. (A term more commonly used in 
classical music, oblique motion refers to when two voices move away from or towards each other at 
an unequal rate.) These oblique motion licks gradually increase in speed, working to a dramatic 
climax where Eric concludes the introduction with a final blistering run and pinch harmonic bend. 


Figure 1 Performance 


The solo introduction for “Cliffs of Dover” contains some of Eric Johnson’s wildest licks, as 
he pulls out all the stops, employing string skipping, hybrid picking, and long scalular passages— 
all at breakneck speed! To help you get through Figure 1, Гуе provided some left-hand fingering 
examples below the tablature. While the bluesy licks at the start of Figure 1 are much more open to 
personal interpretation, you'll probably find the fingering examples highly beneficial when working 
through the awkward, wide-interval arpeggios beginning at bar 6. 

As mentioned in the study for Figure 1 above, hybrid picking is used when performing the 
oblique motion licks found throughout measures 8-10. When performing this particular set of licks, 
Johnson employs his right-hand middle finger to pluck the repeating G note (15th fret) found on the 
high E string. The pick, held between his thumb and forefinger, attacks all other notes. 
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Figure 2 Study 


After the tune’s blistering introduction, Eric jumps right into the main riff for “Cliffs of 
Dover,” a medium-fast shuffle rhythm figure which happily bounces along in the key of G major, 
At rehearsal letter B, Eric begins the song’s “head,” or verse section, playing a vocal-like melody 
Occasionally punctuated by hybrid-picked chords. Notice that throughout this 16-bar section, Eric 
has the lead melody “trade fours” with the original rhythm figure shown at the top of the page. This 
“laid-back” lead melody approach lends towards a more listener friendly arrangement, and js 
probably why “Cliffs of Dover” was so widely accepted by commercial radio stations around the 
country. A lot of the tune’s success is also probably due to the “commercial” arrangement, or song 
form, that Eric follows. We can take a closer look at the song’s form by labeling each section with a 
letter as we follow along with the recording. For example, I = introduction, A = verse, B = chorus, 
C = bridge, D = solo and E = outro. If you follow along with the recording and label each section 
chronologically, you should come up with the following form: I A B A B C D B E. If you have 
done any such form analysis on your own, you'll probably find that this song format closely follows 
many a hit single! 

If such song form analysis is new to you, you may want to take the concept discussed above 
and practice similarly labeling the format of other tunes. (Songs with vocals are a little easier to 
analyze.) While at first this may seem like a practice reserved for the utmost anal-retentive 
songwriter, it actually can be a useful technique to use on your own compositions, especially when 
you get into a writing "rut." For example, after analyzing some of your own material, you may 
discover that all your songs follow the exact same format: intro, verse, bridge, chorus, verse, bridge, 
chorus, etc. (also known as an ABCABC form). This type of “form” thinking can also lead you to 
experiment with new and different ways of arranging a composition. 

Rest assured that at some point of the songwriting process, all successful writers like Eric 
Johnson take a similarly broad look at the arrangement of their song, so they don't become so 
involved in the small details of a piece that they lose sight of the big picture. (A good analogy for 


this process would be the artist who steps back from a painting to see how his work will look from 
the observer 5 point of view.) 


Figure 2 Performance 


Perhaps the most challenging aspect to playing the main riff for “Cliffs of Dover" (bars 1-2) 
will be keeping the shuffle feel (see Figure 2 lessons for “Zap”) present when performing the string- 
skipping within the figure. To accurately perform these rhythms, you'll need to work out a right- 
hand picking pattern in advance. Experiment with both alternate and economy picking techniques 
(see Figure 1 lessons for "Bristol Shore") in order to come up with a picking pattern that fits your 
own playing habits. Once you've figured out how you want to pick the riff, practice the first two 
bars of Figure 2 over and over. Start out slowly at first, so you can make sure that you're 
performing the riff with the appropriate shuffle feel as heard on the recording (and indicated in the 
transcription). 

Those of you with smaller hands may experience some trouble when performing the wide left- 
hand stretch from the 3rd to the 7th fret in the first beat of bar 2. If this is the case, try angling your 


left hand so that your fingers are more parallel with the fretboard. Doing so should allow your 
fingers to more easily cover this long, five-fret stretch. 
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Figure 3 Study 


The upbeat guitar solo in “Cliffs of Dover” showcases how Johnson’s unique string-skipping 
abilities are responsible for some of his most beautiful lead melodies. In bars 6 and 11-15, you can 
hear how the sudden wide intervals created by string skipping affect the overall sound of each lick. 
The notes seem to jump out of the speaker and effectively work to keep the listener’s ears riveted to 
the music. (Notice how, in measures 26-27, Johnson plays on the listener’s subconscious mind by 


repeating a brief excerpt of the hybrid-picked melody originally played in the song’s intro- 
duction...electric deja-vu!) 


Figure 3 Performance 


By now you may or may not have noticed that most of Eric Johnson’s solo licks involve 
moving up and down the fretboard linearly, rather than horizontally. Rarely staying in one area of 
the neck for any length of time, Eric is constantly moving from position to position, making it 
extremely difficult for all but the most experienced players to emulate his unique melodic phrasing. 
(As a music transcriber, I find that most guitarists tend to play in “positions,” or more horizontally, 
across the fretboard. For a review on position playing, check out the Figure 2 lesson for “Soulful 
Terrain.”) Therefore, one of the main keys to performing many of Eric Johnson’s solos lies in 
figuring out how to most smoothly make the transition between licks located on different areas of 
the fretboard. 

In Figure 3, the first position shift we encounter occurs at the very end of measure 2. Here, 
following the short, bluesy licks played in the 12th position minor pentatonic “box” scale, Eric 
jumps up to the 15th fret to perform a hammer-on from the note D (15th fret) to E (17th fret). On 
the last beat of this measure, Eric quickly moves out of position, making several small shifts to 
finish his execution of this challenging, but cool-sounding lick. When performing the lick yourself, 
try utilizing just your left hand’s index and ring fingers only! These fingers (generally the strongest 
and most flexible of the left-hand digits) should allow you to play through the lick’s quick and 
tricky position changes much more easily than if you involved other fingers. In fact, you'll probably 
find that such minimal left-hand finger involvement will allow you to more easily get through many 
of Eric’s fast, position-changing licks. 

When you encounter a particularly challenging lick, try to determine if the lick has linear (the 
left hand shifts up or down the fretboard) or horizontal (left hand stays in position) characteristics. 
While this, in itself, will not make performing the riff any easier, perhaps it will shed some light on 
what sort of left-hand fingering should be applied. 


Figure 3 
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Figure 4 Study 


Eric closes “Cliffs of Dover” with this final cadenza, which briefly recapitulates the tune’s 
impressive, free-time introduction. Notice, however, that rather than ripping up the fretboard with 
the darker-sounding E minor pentatonic scale (as heard in the intro), Eric finishes the tune on a 
lighter, happier note by instead emphasizing the G major pentatonic scale in his licks. 
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more on the guitar, rather than the book. While, at first, the idea of memorizing such an intense riff 
may seem like a painful (if not impossible) task, just take it slowly, beat by beat. Before you know 
it, you'll have memorized the entire excerpt! 
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DESERT ROSE 


Words and Music by Eric Johnson and Vince Mariani 


Figure 1 Study 


The third cut off Ah Via Musicom, “Desert Rose,” showcases Johnson’s vocal and songwriting 
abilities as much as it does his guitar prowess. An example of Johnson’s excellent songwriting 
skills is found in the song’s introduction (shown here in Figure 1). Here Eric plays short, choppy 
dyads (two-note chords) rather than a more rhythmically involved riff in order to give his vocals 
plenty of room in the mix. Eric realizes that by keeping his guitar playing simple and relatively 
unintrusive, he can better ensure that the vocals will be the listener’s main focal point of attention. 
(However, the tune does have plenty of awesome solo licks to satisfy the die-hard instrumental 
fans!) 

You might notice that on this tune, Johnson shares songwriting credits with Vince Mariani, the 
drummer who gave Johnson his first gig in the band Mariani (see History). 


Figure 1 Performance 


In the intro and verse sections of “Desert Rose,” Eric Johnson achieves a crisp, punctuated 
rhythm guitar sound by using a technique known as right-hand palm-muting. 

For those of you unfamiliar with this technique, palm-muting (indicated in the transcription by 
the abbreviation P.M.) involves lightly resting the outside edge of your palm on the strings near the 
bridge as you pick. As this palm pressure affects the sound of the string by reducing vibrations, the 
more pressure that is applied, the shorter the picked note or chord will ring. 

The dots beneath the noteheads in Figure 1 indicate the staccato (short and punctuated) 
rhythms Eric produces with the right-hand palm-muting. To accurately recreate the rhythms heard 
on the recording, you'll need to apply moderate to heavy palm pressure to the strings. 
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Figure 2 Study 


Another clever songwriting tool Eric employs in “Desert Rose” is his use of contrast between 
Song sections. 

Earlier, we observed that short, choppy rhythms dominated the rhythm section in the intro and 
Verse sections of “Desert Rose.” However, in the chorus section for the tune, Eric opens things up 
by employing longer, more flowing rhythms in both the vocal melodies and the guitar parts. By 
using such a contrast in thythms between the verse and chorus sections, Eric helps keep the listener 
tuned in to the song by providing a more dramatic-sounding chorus. 


Figure 2 Performance 


The chorus for “Desert Rose” provides a good example of how Eric Johnson often positions 
chords and licks in certain areas of the fretboard exclusively for the sake of timbre (tonal quality). 
For example, in Figure 2, we can see that Eric only employs the top three strings of the guitar in the 
composition of his guitar parts. While the chords in this section could probably be more efficiently 
played in a different position (6th, perhaps), Eric employs these strings because of the extra high 
end, or higher frequencies, they can provide to the chorus section (the top strings generally sound 
much brighter and crisper). 

To best hear the difference in timbre between high and low strings, play through Figure 2 as 
written, and then again with the chords played up higher on the neck (on different strings). Try this 
with guitar 15 part first. If you're not exactly sure how to transfer the chords to the lower strings, 
just use your ears to move each note of a chord to a new (higher) fret on the lower adjacent string. 
You can play the А>5 chord on the 2nd-4th strings at the 6th position, as well as on the 3rd-5th 
strings at the 13th fret. If your fingers are nimble enough, you can even give it a shot on the lowest 
three strings at the 16th position. (The 16th position provides for the most dramatic difference in 
timbre!) 

Once you've played through Figure 2 in a couple of new fretboard positions, go back and play 
the excerpt as originally shown in the transcription. You'll probably find that, when compared to the 
more mellow timbre of the lower strings, Eric's chords tend to ring out much clearer and really slice 
right through the mix of the other instruments. 
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Figure 3 Study 


` The solo in “Desert Rose" provides us with an elaborate arrangement of some of Eric 
Johnson's most astonishing licks to date. While the deceivingly simple octaves in the solo's opening 
measures might imply otherwise, Johnson opens the throttle at bar 5, cutting loose and barely letting 
up until the final measure. 
Perhaps the most intriguing of all the licks here are the many of which Johnson composes 
through the usage of arpeggios. The first really stunning example of Johnson's use of arpeggios 


Я tring-skip, and slides to 
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Figure 3 Performance 


As mentioned earlier, this solo contains some of Eric Johnson's most «парите نس‎ үч 
album. Wide finger stretches, extensive string-skipping and enigmatic position 5 жыр е this 
one of Johnson’s most acrobatic solos ever! То go through every performance technique مت‎ here 
in detail would take up more pages than you could afford to buy! So instead, ГП help guide you in 
picking some of the “јџісіег” pieces of meat off this beast. 

— Beginners should definitely take the octave licks in the 
strumming them (you'll most likely use your index and ring 


angle your fretting fingers back so that they mute the adjacent strings. 
sis | 7). Whil 
— Check out Ше arpeggio lick discussed in the study lesson above (measure 7). e the 


13 arpeggio in the first beat might be a bit tricky to pick up at first, the one on the last beat is a 
cinch to learn. Basically outlining a 16th position Ab chord, this arpeggio is one of Johnson's 
favorites, as he often works it in to some of his bluesier-sounding ascending licks. In fact, a similar 
version of the arpeggio begins to form at the beginning of bar 10, and even more visibly in bar 20. 

—A really fun lick to play is the bizarre-sounding blues run in measures 9-10. As you may 
have guessed, the wide string-skipping at the end of bar 9 is directly responsible for the near-goofy, 
yet intriguing sound of the lick. When performing the run, you might want to try "skipping" the 
widest interval (between the notes G, Ist string, and F, 4th string, on the last beat) by using a ring 
finger barre across the 15th fret. You'll need to “roll” the finger slightly as you go to pick Ше Е note 
in order to keep the G and F notes from ringing together. Using the ring finger barre will also leave 
your left hand in perfect position to perform the following Арта)? arpeggio. 
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Figure 4 Study 


The song’s outro section really gives Eric some room to stretch, as here he brews up another 
batch of his home-grown, neck-snapping licks. In the first two measures of Figure 4, a short excerpt 
from the outro section, we can check out one of the scarier licks Eric Johnson performs in his solo. 

Eric begins the lick in the first bar with an F minor scale passage on the first beat, while 
subsequent beats feature notes almost exclusively derived from the F minor pentatonic scale. 
Johnson similarly exploits the F minor pentatonic scale in licks throughout the rest of the example, 
although he does so in more uncommon areas of the neck, which might be strange or unfamiliar to 
some guitarists. As we briefly discussed earlier, Eric jumps around like this to take advantage of 
unique string timbres and/or various phrasing possibilities that different areas of the neck can 
present for the lick. If you transpose these notes up or down to a newer area of the neck, you'll 
probably find that the licks not only sound different (in both the timbre qualities as well as the 
phrasing), but can be harder to play. For example, it is quite possible to perform all of the notes in 
measure 1 up in the good old Е minor pentatonic box position (13th fret), but you'll soon find that 
this way does not permit you to execute the s/ur techniques (pull-offs) Eric uses in the recording. 
This forces you to pick the notes instead, thus changing the feel, or phrasing, of the lick. 

In measure 4, however, Eric gives us a break by moving up to the "classic" F minor pentatonic 
“box” position. Here he performs a Chuck Berry-style riff before rapidly descending the scale with 
a fluid series of pull-offs. 


Figure 4 Performance 


Really dive into the first three bars of Figure 4 as bringing these licks up to speed may not only 
help improve your fretboard knowledge of various areas of the neck, but increase your finger 


57 


zo EFIE eM AREIS ac ۶ کو بی‎ 


, 


a particular lick still feels 
ocating a note or two to an 


lick as originally heard on the recording 
r, more comfortable way of playing Τη. 


f your own! 


. 


nt fingerings 
rate phrasing) rel 


% 


try (at Ше expense of accu 


as well. (Figure 4 is a great chops builder and was provided specifically to satisfy the speed 
f, after trying out a couple differe 
acent string. While this might change the feel of Eric 


in every guitarist!) I 
awkward, you might want to 


adj 


Tepositioning” a few notes may provide you with an easie 
and perhaps could even fuel some ideas for similar licks o 


dexterity, 
demon in 


Е5 


ϑνα---------------------------.. 


=== 


ES 


0:55 


« Ш 


F5 


29 ачаан 


А 


P 2 
Int 


| 


TRADEMARK 


By Eric Johnson 


Figure 1 Study 


“Trademark” provides us with a great study in dynamics, as Eric Johnson constantly 
employs different levels of volume to more dramatically accent his guitar melodies. While 
some guitarists might otherwise accomplish such through the use of a volume pedal, Eric 
demonstrates how controlling one’s pick attacks can be just as effective. For example, in 
Figure 1, Eric will occasionally lighten up his picking just enough to produce a few quiet, 
delicate-sounding notes. Other times, he’ll use a strong and swift attack to produce a note 
with a sharper, more attention-grabbing quality. 

In the transcription, dynamic markings are used to indicate the varying levels of 
loudness that can be found throughout Figure 1. Here are some of the more commonly 
seen markings and their definitions: 


fortissimo (very loud) 

forte (loud, strong) 
mezzo-forte (moderately loud) 
mezzo-piano (moderately soft) 


piano (soft) 
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pianissimo (very soft) 


Figure 1 Performance 


Perhaps the trickiest part to performing Figure 1 lies in playing the hybrid picked 
chords that appear at the beginning of measure 9. (See Figure 1 lesson for "Victory" for a 
review on the hybrid picking technique.) To best get through these measures, use your 
guitar pick to pluck the notes that appear on the 4th string while your ring finger attacks 
those on the high E string. Keeping the pick and ring finger strictly assigned to those 
strings will allow your middle finger to most easily sound the notes played on the 2nd or 
3rd strings. 

As many of the chords in Figure 1 are of Eric’s “home-grown” variety, hybrid-picking 
may be even more difficult to perform if your left hand is unfamiliar with the chords. 
Therefore, when you first begin learning Figure 1, spend a few minutes strumming through 
the section normally in order to allow your left hand the opportunity to become more 
familiar with the chords. This will save you the potentially frustrating experience of trying 
to learn both the left and right hands’ parts at the same time! 
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Figure 2 Study 


In this bridge-like section to “Trademark,” Eric Johnson uses plenty of open strings in his 
chords to help give his guitar track a bright, shimmering quality. (Open string notes are usually 
brighter sounding than those that are fretted.) Also notice how he creates more “open” voicings by 
creating wide intervals between certain notes in each chord. Hardly the type of chords one would 
run across in a beginning method book, Johnson’s unique and exotic chordal concoctions are most 
likely the result of simple experimentation! The chords here in “Trademark” serve as good 
examples of how you can come up with new and unusual-sounding chords by simply “fooling 
around” with those already in your vocabulary. Here is an idea you can use to get started in 
exploring new chordal territory: 

—Take an open position D chord and move it up the fret board, making sure to include the 
open D string (4th string) as your strum. While you’re sure to encounter some nasty-sounding 
chords, you’re also guaranteed to run across some really intriguing ones, as well. Also try this with 
other open chords, as different open strings will produce different results. For instance, take a 3rd 
position G major barre chord and move it up the neck, but without including the index finger barre 


across the fretboard. The open E and B strings should provide for some really resonant and unique- 
sounding chords! 


Figure 2 Performance 


Playing through Figure 2 will involve hybrid picking the chords as described in the lesson for 
Figure 1. However, as the D/A and А5 chords in this example involve a simultaneous attack on four 
notes, you’ll need to use your pinky finger to pluck the notes found on the Ist string, so that your 
middle and ring fingers can take care of the notes on the 2nd and 4th strings (the pick obviously 
attacks the Sth string). 

Additional reminder: Make sure to use a right-hand palm-mute when silencing the appropriate 
chords (those preceding rests), as a left-hand palm-mute may not effectively stop the open strings 
from ringing. 
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Figure 3 Study 


To provide a more memorable, melodic motif for his solo in “Trademark,” Eric Johnson 
follows a classic “call and response” theme, playing off of the bridge melody provided in the first 
four measures of Figure 3. Throughout the solo (beginning at rehearsal letter B), Eric does this by 
first sending out a two-bar recap of the melody, the “call,” and then “answers” himself with a feisty, 
two-bar lick. This type of solo “communication” is commonly heard in early jazz and blues music, 
and is often played out by two different instruments, such as the guitar and harmonica, or the 
saxophone and vocalist, for instance. 


Figure 3 Performance 


While playing through most any Eric Johnson solo involves “jumping through hoops” up and 
down the neck, the licks found in measures 20-22 present another great example of how Eric comes 
up with his unique linear soloing approach. In particular, this passage demonstrates that Eric 
skillfully coordinates wide left-hand finger stretches with legato slides in order to facilitate his 
lick’s rapid descent and ascent across the fretboard. To help you determine exactly where the 
stretches occur, and with what fingers, I’ve provided some suggested left-hand fingerings below the 
tablature. 

At some point while practicing this, or other licks involving wide stretches, you may begin to 
feel your left hand and forearm stiffen up. If this happens, stop and relax! While this discomfort is а 
part of the process of learning to use and develop more physically demanding techniques, 
continually pushing yourself past this point may result in tendinitis! (Warning signs: sharp pains in 
the hand and forearm.) 
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HIGH LANDRONS 


By Eric Johnson 


Figure 1 Study 


While many of today’s rock guitarists often rely on the same distorted guitar tones 
throughout every tune, in “High Landrons,” Eric “The Tone Ranger” Johnson shows us how 
exploring with various guitar tones can make for more interesting song arrangements. For 
example, by backing up the intro solo (Figure 1) with crisp, clean rhythm chords, Eric helps his 
overdriven lead guitar stand out more in the mix. The long, ringing chords played by gtr. 1 
Provide for a nice, mellow sonic “bed” from which the lead guitar can easily build off. Also 
notice how the bright, lustrous chords also work great for supporting Eric’s vocals in the 
following verse section. (It’s hard to imagine that the song would have sounded as good had 
Eric employed a rougher tone on gtr. 1.) 

Another factor responsible for the lead guitar’s (gtr. 2) ear-catching tones is the spacy- 
sounding flanger effect that Eric relies heavily on through much of the tune. Used sparingly, this 
unique-sounding pitch-shifting device can produce dramatic results on even the most ordinary 
of guitar tones. (Not to say that Johnson’s tone is ordinary by any means!) Flangers and phase 
shifters (a similar sounding effect) have been around since the early seventies, and were 
popularized through such classic hits as “Shattered” by The Rolling Stones, and “Unchained” 
by Van Halen. 


Figure 1 Performance 


For his solo in the introduction to “High Landrons,” Eric plays some relatively simple, yet 
tasteful pentatonic licks in the key of A minor (A minor pentatonic scale: A, C, D, E, G). 
Perhaps the most demanding aspect of the excerpt will be accurately performing the trill found 
at the end of measure 8 with rapid, even rhythms. If you find this two-beat trill a bit of a 
physical strain, you may want to work on some left-hand endurance exercises to help you 
perform this and other trills more evenly and effortlessly. 

Here’s an exercise that will help you build the finger strength and dexterity needed to 
perform trills and other similar hammer-on and pull-off licks: 

—Choose two notes on the same string, anywhere on the fretboard, and simply hammer- 
on and pull-off, non-stop, as fast as you can for thirty (perhaps even 60!) seconds.* (You can 
pick the first note to get the trill started.) Try raising your “hammering” finger at least two 
inches off the fretboard between hammer-ons and pull-offs. Stretching the fingers like this will 
help keep them limber. While most of you will probably start “working out” with these practice 
trills on your index and middle fingers or index and ring fingers, try to experiment with 
different and uncommon fingering combinations. (For example, perform trills with your index 
and pinky finger, or middle and pinky finger, etc.) Also try challenging yourself with wider 
interval trills. (For example, try a trill with your index and ring fingers between notes 4 frets 
apart!) Working with different fingerings and intervals like this is probably the best way you 
can prepare your left hand for almost any fretboard endurance challenge it’s presented. 

*Warning* At some point while practicing this or other licks involving wide stretches, you 
will begin to feel your left hand and forearm stiffen up. If this happens, stop and relax! While 
this discomfort is a part of the process of learning to use and develop more physically 
demanding techniques, continually pushing yourself past this point may result in tendinitis! 
(Warning signs: sharp pains in the hand and forearm.) 
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Figure 2 Study 


In this excerpt from “High Landrons,” Eric Johnson creates some ear-catching licks and solo 
phrases through skillful and manipulative usage of 16th-note rhythms and triplet rhythms. In Figure 
2, we can observe that Eric does this by constantly switching between 16th-notes and triplet-based 
rhythms in his licks. If you’re unfamiliar with this rhythmic terminology, you can see where the 
switching occurs by simply following through the staff system in Figure 2 and checking out which 
licks utilize rhythms with double-beams (the 16th-note based licks), and which ones have a number 
3 or 6 above or below the note grouping’s beam. 

As these two note “types” each possess a unique rhythmic feel all their own, Eric’s soloing 
becomes much more interesting for the listener, as his licks’ rhythms never fall into any stale or 
predictable patterns. In effect, Eric’s solo in “High Landrons” is a reminder to us that music is made 
up of both melody and rhythm! All too often, guitarists tend to focus too much of their attention on 
the notes they’re playing, and almost completely forget about how the melody will move from point 
A to point B. Rhythm is what makes up good musical phrasing, and phrasing is what makes a great 
solo! 


Figure 2 Performance 


In Figure 2 for “High Landrons,” Eric gives most everyone a fighting chance at learning his 
solo in its entirety by keeping his licks’ rhythms under 100 mph and Sticking to some fairly 
manageable pentatonic licks (sans the usual maniacal string-skipping and enigmatic position 
changes). In view of Eric’s “laid-back” approach, Figure 2 makes for a great pentatonic primer for 
beginners, as the solo hosts a gamut of licks that cover the famed blues scale all over the fretboard. 

In the first measure of Figure 2, Eric leads in to the solo from the preceding section with a 
quick ascent up the A minor pentatonic scale (A, С, D, Е, С). Не begins his run by sliding in to the 
12th fret with his ring finger, and (for the next two beats) proceeds up the scale in the 10th position. 
This 10th position A minor pentatonic scale can also be recognized as the box shape shown in 
Figure 2A. Remembering this and the following box shapes when soloing may help you to more 
easily recall some of the licks in this example. 


In the last two beats of measure 1, Eric moves up a couple of frets into a more commonly 
employed box shape at the 12th position (see Figure 2B). Eric pretty much centers his licks in this 
area of the fretboard until the end of bar 7, where he settles down into the classic and ever-popular Sth 
position A minor pentatonic blues box. (see Figure 2C) This widely exploited “box shape of choice” is 
not only easy to remember but also conducive to many licks common to blues and rock music. 

In measures 10-11, Eric’s licks briefly dabble in a couple of the previously discussed positions 
before he launches into an F major arpeggio that climbs up and across the fretboard to span a whole 
3 octaves! Shortly thereafter, his solo climaxes at the 20th fret in a 17th position double of the Sth 
fret box shown in Figure 2C. (This box shape contains the exact same notes as the one in Figure 2C, 
only one octave higher.) At the very end of measure 15, the solo winds down with a final flurry of 
notes in the 7th fret pentatonic box shown in Figure 2D. 

While visualizing box shapes is a great way to learn the pentatonic scale in a fairly short 
period of time, it is all too easy to fall into the “trap” of letting your fingers, rather than your ears, 
dictate the music you play. (Guitarists who rely too heavily on memorizing scale “patterns” tend to 
sound a bit mechanical in their playing.) Once you’ve become familiar with a scale this way, try 
applying a more “audio-oriented” approach to learning the scale. (One method could be to sing 
along with everything you play.) However you approach the guitar, though, your ideal goal should 
be to reach the level of ability where your fingers are just physical extensions of your inner ear, 


performing music you create in your head. In other words: Ah Via Musicom - Ву way of 
communicating by music!!! 
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Figure 3 Study 


Approximately midway through the breakdown section of “High Landrons” (at 3:33), Eric 
creates a sparkling, percussive-sounding riff through the use of some tapped artificial harmonics. 
Ringing out against a simple background of bass and drums, these harmonics jump forth from the 
stereo’s speakers and help capture the listener’s full attention, making for a great approach to the 
song’s third and final guitar solo. 


Figure 3 Performance 


As mentioned above, Eric creates a unique shimmering effect on certain notes in Figure 3 by 
employing the use of artificial harmonics tapped out by the right hand. These tapped artificial 
harmonics are indicated in the tablature by the abbreviation “А.Н.” shown over the letter “T.” To 
recreate the celestial sound produced by this unorthodox technique, you’ll need to tap the notes 
(TAB numbers) shown in parentheses with a right-hand finger or thumb, while your left hand frets 
the notes (lower TAB numbers) located immediately left of the parentheses. As this process may be 
a little trickier than it sounds, here are a few performance tips to help you out: 

— While playing without a guitar pick in your right hand is probably the easiest way to 
perform these artificial harmonics, all the “normal” sounding single-note licks found throughout the 
example make this “pick-less” method impractical (although you might want to try the A.H. 
technique sans pick at first, just to get the feel for the technique). How you hold your guitar pick 
will determine what you do with it during the artificial harmonic technique. Experiment with what 
you’ll do with the pick in between artificial harmonic techniques and practice making a smooth 
(and quick) transition from the right-hand tap to a “standard” picking attack. 

— When tapping you can best hit the harmonic “node points" by keeping your tapping finger 
parallel with and directly on top of the appropriate fret. The tap attack should occur very quickly. 
(Your right hand should almost “snap” off the fretboard!) Maintaining any right-hand contact with 
the string following the tap will immediately silence the harmonics, and you'll be rewarded with an 
ugly-sounding pull-off to the notes below. 

—To experiment with similar sounding artificial harmonics of your own, simply tap the 
appropriate string(s) one octave (12 frets) above the note(s) fretted by the left hand. While tapping at 
the octave usually produces the best results, you can also produce harmonics by tapping at different 
intervals from the fretted notes. (Try 5 and 7 frets above!) Furthermore, using some extra gain or 
distortion will enhance the effect and help to bring out those hidden or hard-to-find node points. 


Figure 4 


Here’s another short excerpt to satisfy those who feel the need for speed! While mastering the 
blistering licks in the beginning of this example should provide a good challenge for most, you 
might notice that in measure 3, Eric winds up this fast flurry of notes by repeating the same 6-note 
phrase several times. However, rather than simply being caught in a performance rut, Eric is 
consciously using this repetition as a technique to help the listener pick up on a melody that may 
have otherwise passed by his ears at near-32nd note speed! By repeating the phrase over and over, 


Johnson gives the listener something to recognize (albeit for a brief second) and helps draw him/her 
into his solo. 


Figure 4 Performance 


Performing the blazing licks in the beginning of Figure 4 will require some very decisive 
right-hand picking techniques. To help you get through this and other monster passages, I’ve 
suggested a short list of options which you can check through before tackling the transcription. 

1. Go through the passage and work out the left hand’s part ahead of time. Becoming familiar 
with the left-hand’s part first will make learning the right hand’s part much easier, as your brain 
won’t necessarily be trying to learn two different things at the same time! 

2. When working out the right-hand picking, determine if you’re going to use alternate 
picking, economy picking, or a little of both picking techniques. (For a review on these picking 
techniques, see Figure 1 lesson for “Bristol Shore.”) If the lick 15 extremely difficult to pick, you 
might want to even jot down some picking prompts on the transcription to help guide you through! 

3. If the lick is way beyond your technical capabilities, or you just don’t want to spend all the 
time necessary to accurately learn it, you might want to alter the riff for your own personal 
performance. For example, if you find that the intense picking in measure 3 is a bit much for you to 
handle right now, why not try adding some pull-offs instead of picking every note? Learn to accept 
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your own limitations and work with them. Some 


people will never be able to play extremely fast- 
picked licks (and perhaps they aren’t even interes 


ted), but that shouldn’t necessarily stop them from 
being able to learn a piece of music such as “High Landrons.” While adding a few hammer-ons and 
pull-offs to Figure 4 may slightly alter the phrasing or feel of Eric’s licks, these changes will 
certainly be a far cry better than playing through the excerpt slo 
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STEVE’S BOOGIE 


By Eric Johnson 


Figure 1 Study 


An obvious example of country and western music’s influence on Eric's playing, "Steve's 
Boogie" showcases a virtuoso demonstration of chicken-pickin' (a "country" term for hybrid 
picking) similar to the likes of that performed by Albert Lee and Jerry Reed, a couple of Eric's early 
influences. | 

This upbeat, knee-slapping ditty actually follows the form of a 24-bar blues progression in the 
key of A major (A, B, CË, D, E, FF, Οὔ). Figure 1 shows the first pass through the 24 bar form, 
providing you with the main “head,” or melody around which “Steve’s Boogie" is written. While 
doubled in length (due to the tune's cut-time feel), the harmonic rhythm of the chords in “Steve 
Boogie" should feel quite similar to the chord progression of a standard 12-bar blues. 


Figure 1 Performance 


Recreating the “plucky”-sounding feel of Eric's chicken-pickin' riffs in "Steve's Boogie" will 
require careful, yet quick coordination of right-hand hybrid picking with right-hand palm-muting 
techniques. When playing through the example, try using your pick to attack the root notes found 
on the bottom strings while your fingers pluck the chords above. To better explain this, I've 
provided some right-hand picking prompts between the staff and tablature in measures 3-4. 

Additional note: When using the palm-mute to dampen the open A string (where indicated), 
angling your right hand a bit may help you to avoid inadvertently silencing other adjacent strings. 


* Echoplex set for long delay: repeat = 4 NOTE: To attain the “snappy” country ** Slight P.M. on open А (5 throughout. 
A " pe: 8 
feel and tone, use hybrid picking (і.е., pick w/ fingers) and a Fender Telecaster. 


*** Use R.H. middle and ring fingers. 
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Figure 2 Study 


Here's a variation that Eric plays on the IV chord (D) during his second pass through the head. 
(You can hear it on the recording at 0:33) As the chord riffs alone make up the lead melody for 
“Steve’s Boogie,” this variation helps to spice up the “head” and keep things from getting too 
predictable. 


Figure 2 Performance 


As with Figure 1, work on the example here slowly at first, making sure you learn the lick’s 
thythms correctly. If you don’t know how to read the rhythms shown in the top staff system, you'll 
need to really listen carefully to the recording, as the licks go by at lightning speed! (If you still 
have trouble hearing the rhythms clearly, you might want to get a hold of a two-speed 4-track 
recorder and make yourself a half speed copy of the song.) 

While you can easily get away with standard flat-picking through this 4-bar example, using 
your middle or ring finger to pluck notes located on the 3rd string (open G) may help preserve the 
lick’s ‘country’ feel originally heard on the recording. 


Figure 2 
0:33 

Gtr. 1 D5 D 
1 

а Е = ہے ہے‎ Se eee ee ےس سڈ کے‎ eS 
He ELI چک ےت ےک سے یت‎ 
— wy Y че Др, 
РМ...) PM... PM... 

LE يي ي چپچچ ےش تے ے‎ ci 
г. арии" т اج ےھ ہے‎ = Io l gya ИЕ. ει 2 δα 9 
въ ра 5 

Gtr. 2 (clean) 

, - “. 
= = u= == = 
= لع‎ - Е Е] -------- ےہ‎ П 
w/ echo and reverb 
| 
ETE —ҥҤ——=—————= 
Е а ааа 
eee ee ИЕН 
r L Tn C ERE ERRAT 
*volume swell 
Figure 3 Study 


Eric Johnson’s licks in “Steve’s Boogie” make for a great study in soloing in the country-style 
idiom. Laden with double-stop techniques, both major and minor pentatonic riffs, and even licks 
that simulate the sound of a country pedal-steel guitar, this solo hosts a myriad of fills that can 
educate and inspire those of you interested in exploring this area of the musical spectrum. 


Figure 3 Performance 


Perhaps the most interesting licks in the solo for “Steve’s Boogie” are those that emulate the 
sound of the country pedal-steel guitar. (These can be found in measures 2-4 and 7-8.) To help 
imitate the sound of Nashville’s favorite instrument (it seems to me that just about every country 
song recorded has one of these instruments wailing away in the background!), Eric employs the use 
of a device called a “B-bender” to raise the pitch of certain notes played on the B string (2nd string) 
a whole step. As most of you probably don’t have access to (or perhaps haven’t even seen!) one of 
these rare and unusual devices, you'll need to perform the bend by pulling the B string down and 
away from your body with your index finger instead. However, be aware that this method will only 
work on guitars with wide enough necks to allow a full-step bend in this direction. (Otherwise, 
you'll pull the B string right off the neck.) If your guitar's neck is a bit too narrow for such a 
maneuver, try replacing the bend with a ring-finger hammer-on to a note two frets higher up the 
neck. Note that this hammer-on substitute will be a necessity for guitars with floating, Floyd Rose- 
style vibrato systems, as bending the B string (or any other string) on these guitars will decrease 


overall tension, causing the other fretted notes to detune slightly in pitch. (You can actually see the 
bridge move slightly when you bend a string!) 
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Figure 4 Study 


This cheerful, almost humorous-sounding double-stop riff helps bring “Steve’s Boogie" to an 
energetic, foot-stomping conclusion. While not being the easiest of guitar parts to learn in “Steve’s 
Boogie,” the lick shown in Figure 4 should work well as a closing cadence for almost any country 
hoedown jig played in the key of A (adjusting for tempo and feel, of course). 


Figure 4 Performance 


Again, as with Figure 2, you may be tempted to try and flat-pick your way through this tricky 
double-stop riff. However, experiment with trying to hybrid-pick as many of the double-stops as 
you can, so as to best recreate the chicken-pickin’ sound heard on the recording. 
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EAST WES 


By Eric Johnson 


Figure 1 Study 


Those familiar with Eric Johnson’s influences know that this song title’s play on words can 
only mean that the music to follow pays homage to the legendary jazz guitarist, Wes Montgomery. 

An early pioneer in finger-style jazz guitar playing, Wes is most 082 for his 
unprecedented ability to create beautiful-sounding melodies through the exclusive use of octaves, 
Throughout “East Wes,” Eric similarly plays sans guitar pick, employing his bare fingers alone to 
recreate the same warm, mellow tones once achieved by Wes. 


Figure 1 Performance 


The main head to “East Wes” later revolves around this basic, two-bar vamp, which is 
comprised of two chords, Dsus4/E and D/E. As mentioned above, Eric strums or plucks the chords 
finger-style, arpeggiating them without the use of a pick. 

When playing through Figure 1, you’ll probably find that you can fingerpick the chords with 
either a “classical” style approach (by essentially assigning a specific finger to cover each note in a 
chord) or by simply strumming them with your thumb. Feel free to experiment with both methods, 
as you may find that each finger seems to produce a unique-sounding string attack all its own! 
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Figure 2 Study 


In Figure 2, we can observe that, in the tradition of his early hero, Wes Montgomery, Eric 
Johnson employs casually strummed octaves to create the tame, yet luscious melody to “East Wes.” 
Working to enhance the head’s tranquil-sounding quality, Eric continually recaps on the two-bar 
chordal vamp (initially introduced in Figure 1) whenever the lead melody rests. By “filling in the 
gaps” left by his octave melody, Eric essentially creates an audio illusion of a second, overdubbed 
backing guitar track. This smooth interaction between the melody and chordal harmony lends 
toward “East Wes” (as with the chordal jazz compositions the song is similarly styled after) being a 
tune that could easily be arranged for an unaccompanied solo performance on guitar. 


Figure 2 Performance 


To accurately recreate the delicate tone of Eric’s melodies in “East Wes,” you’ll need to strum 
the octaves in Figure 2 with your thumb, while carefully angling your fretting hand to provide a 
left-hand mute on any unwanted adjacent strings. (This type of left-hand mute was similarly 
discussed in the Figure 3 lesson for “Desert Rose.”) 

When playing the chords that appear in between melody lines, you’ll need to attack all the 
notes simultaneously, similar to when you hybrid-pick chords in other Eric Johnson tunes. (You just 


don’t have a pick to use here!) Only chords accompanied by a squiggly line with an arrow, such as 
with those in measure 13, should receive a “normal” strum. 


(Dsus4) 


Figure 3 Study 


In this short, 8-bar solo for “East Wes,” Eric achieves a delicate, yet lively lead tone by 
continuing to pluck the notes with his bare fingers. By using his fingers, Eric also commands better 
control over dynamic levels of the notes in his licks. This is especially apparent at the end of 
measure 1, where Eric lightens his picking touch so much you can barely hear some of the notes. 


Figure 3 Performance 


To best recreate the warm lead tones achieved by Eric on the recording, you’ll probably need 
to use your thumb to pick most of the licks in Figure 3. While this method certainly won’t promote 
any speed-picking records, you’ll find that many of the fast licks in Figure 3 employ left-hand 
legato techniques (hammer-ons, slides, etc.) anyway. However, one obvious exception is on the last 
beat of measure 5. Here you can best perform this quick, backward rake by dragging your right 
hand’s index finger down across the strings. 


Figure 4 Study 


In Figure 4, we can see how Eric performs a melodic variation on the main head shown in 
Figure 2. Beginning at measure 5, Eric plays on the original melody, creating an ascending, almost 
syncopated-sounding melodic lick with a free, improvised feel. Such an “ad lib” performance 
serves as a great example of how you can use “East Wes” to better acquaint yourself with using 
octaves in similar solo or melodic situations. 

To really master your octave playing, simply play over the head for “East Wes” (Figure 2 or 4) 
repeatedly, inserting your own melodic variations in place of Eric Johnson’s. With a little practice, 
you'll soon be strumming out cool melodies of your own for “East Wes,” and you'll have a great 
solo piece to add to your own personal repertoire. 


Figure 4 Performance 


When performing the fast octave licks in measure 6, you may find some initial difficulty in 
recreating the legato slides in the 2nd and 4th beats. You'll soon discover that you'll need to keep 
constant pressure on the frets during the slides, in order to ensure that the slide’s target note 
volumes are equal to that of the original picked notes. However, be careful not to use too much 
finger pressure, as this may result in choppy-sounding rhythms! Although maintaining left-hand 
contact with the fretboard throughout the slides is necessary, a light fretboard touch will best help 
you recreate the smooth rhythmic execution heard on the recording. 
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SONG FOR GEORGE 


By Eric Johnson 


Figure 1 Study 


When first listening to this unaccompanied chord solo, the complex rhythmic 
interaction between the guitar’s bass and melody lines may fool some into thinking the 
music to be the result of a two-guitar duet! However, as we can see by the transcription, 
“Song for George” is actually a brilliant arrangement of blues-style finger-picking similar to 
that often found in the music of one of Eric Johnson’s early influences, Chet Atkins. 

In order to help create fuller, more richer sounding chords in the composition, Eric 
detunes the high and low E strings of his guitar (strings 1 and 6, as indicated at the top of 
Figure 1) so that he can easily employ the open strings to help embellish his melodies. (This 
tuning is often referred to as “dropped-D tuning.”) Using this dropped-D tuning on a steel- 
string acoustic guitar, Eric plays out his bluesy melody in a 10-bar chord progression, which 
acts as the tune’s head. Save for a couple variations we'll discuss later, “Song for George” is 
essentially composed from four passes through this 10-bar blues head. (Therefore, if you 
can learn Figures 1-3, you’ll pretty much have the tune licked!) 


Figure 1 Performance 


For those of you who are fairly new to chord solos or this type of fingerpicking, 
learning “Song for George” will mainly involve coordinating the left hand’s part with the 
complex right-hand fingerpicking. I use the word “complex,” because the music essentially 
involves performing two different voices at the same time, the melody (shown in the staff 
by up-stemmed notes), and the bass line (represented by down-stemmed notes). To help get 
you started, I’ve provided some suggested fingerings for both the left- and right-hand parts 
for the first couple measures. (However, keep in mind that these are only suggested 
fingerings. Feel free to explore fingering variations of your own.) The left-hand fingerings 
(using the standard 1 = index finger, 2 = middle finger, etc.) can be found below the 
tablature, while the right-hand fingerings (employing classical-style labeling) appear 
between the staff and TAB. For those of you unfamiliar with the classical, or “PIMA,” right- 
hand labeling: P = index finger, I = middle finger, M = ring finger, A = pinky, T = thumb. 
(As noted in the transcription, the thumb plucks the bass part, which is shown in the staff 
system as notes with down stems.) 

When you first start learning “Song for George,” try to master the first few measures 
before moving on. Concentrating mainly on these bars should help you to get used to the 
feel of Eric’s fingerpicking style without as much of the frustrating “stop and go” action 
you'll encounter if you try to play straight through the tune. Once you’ ге fairly comfortable 
with these bars, you'll probably find the rest of the tune a little easier to manage. 


Figure 1 
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Figure 2 Study 


Figure 2 shows one of a couple variations that Eric plays on the main theme to “Song for 
George.” Comprised of some swing-style licks in a D7 tonality, this 4-bar variation effectively 
replaces the first 4 bars of the 10-bar form shown earlier in Figure 1. The variation works well to 
keep things fresh and perhaps even bring the song to a slight climax. Interestingly enough though, 
without this melodic deviation, the first 3/4 of “Song for George” would simply be a triple chorus 
of Figure 1. (Listen to the recording and see for yourself!) 


Figure 2 Performance 


While the double-stops and pull-offs in this example should be fairly easy to perform, working 
in the bass line’s rhythms may take a bit of practice. This is mainly because, unlike the rest of the 
tune, many of the bass notes fall on odd 16th-note upbeats, making coordination between the two 
voices a bit more challenging than usual. (At least the bass notes are all open strings, though!) 
When practicing Figure 2, listen to the recording often, study the music carefully, and play through 


the example slowly. 
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Figure 3 Study 


For the final pass through the tune’s head, Eric again substitutes the first four bars of the form, 
only this time basing his chordal riffs in the darker, blusier tonality of D minor pentatonic. 

Once he gets back into the original form, notice how Eric effectively catches the listener “off- 
guard” by bringing the tune to a close at the end of measure 8—a full two bars shy of the 10-bar 
feel he so firmly established throughout the entire song! 


Figure 3 Performance 


Once you've learned the first four bars to Figure 3, the rest should be “old hat,” as Eric 
concludes the piece with a recap of the original melody. As mentioned above, Eric shortens the 
song form 2 bars, so be watching for that closing D5 chord. 

“Song for George” is definitely a challenging piece of music for anyone not experienced in 
this type of fingerstyle guitar playing. While the transcription examples may at first be a little 
intimidating to some beginning (and even some advanced) players, I encourage you to spend some 
time working through Figure 1. “Song for George” serves as a great primer for learning to 
fingerpick in this style of music, and the right-hand fingerpicking skills you develop here will stick 
with you and help you to more easily fingerpick other tunes or original compositions of your own. 
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RIGHTEOUS 


By Eric Johnson 


Figure 1 Study 


After the rhythm section plays through the fast 24-bar rock-shuffle progression once, Eric 
begins playing the main theme, or head, to “Righteous,” as shown here in Figure 1. Just like in 
“East Wes,” Eric performs both the lead melody and rhythm parts on one guitar, inserting the 
chords whenever there’s a break in the lead melody. Notice how doubling the lead with a harmonica 
helps to give the melody a unique-sounding timbre otherwise unattainable by guitar alone. The 
harmonica also works to perk the listener’s interest, as this gives his ears a whole new instrument to 
take in. 


Figure 1 Performance 


Perhaps the most challenging part to playing the main head to “Righteous” will be smoothly 
performing the transitions between the lead melody and the chords. Such constant switching 
between the lead and rhythm parts will require that you develop an innate sense of timing. To best 
develop such timing, you’ll need to practice “Righteous” with a metronome or drum machine. 
Either of these devices presents a steady, solid beat that will help you hear precisely when and 
where you stray off beat! However, before attempting to do so, make sure that you’re really familiar 
with the transcription ahead of time. Listen to the recording often, and memorize as much of the 
excerpt as possible. This should make learning Figure 1 easier and more enjoyable, as you'll be 
able to better focus on melding the lead and chord rhythms together, rather than trying to figure out 
where your fingers belong on the fretboard. 
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Figure 2 Study 

The first guitar solo in “Righteous” provides a great opportunity to check out some of Eric 
Johnson’s more smokin’ blues chops on Ah Via Musicom. 

Although the first few bars of the solo start out with so 0 
major pentatonic (Е, С, А, С, D) licks, Eric really begins to cut loose in measure 4. At this point, 
Johnson unleashes a ripping pentatonic run that descends down and across the fretboard over the 
course of the next three bars. Throughout measures 9-12, a descending progression of arpeggios 
lend a jazz quality to the solo before Eric reverts to some bluesier-sounding double-stops at 
measure 13. With the exception of the F major pentatonic licks in bars 16-18, the remainder of 
Eric's solo follows in a similar Е minor pentatonic (Е, Ab, В”, С, ЕР) tonality. Howevet, in the solo 5 
final, climactic run, shown here in measures 23-24, check out where Eric uses an index finger slide 
(in the 2nd beat of bar 23) to move in position to perform the Fm7 arpeggio found at the end of bar 
23. As mentioned in Figure 3’s lesson for “Desert Rose,” such an arpeggio is a signature Johnson 
lick that can be heard in many of his bluesier solos. 


me moderately paced, yet tasteful F 


Figure 2 Performance 


In measures 15-16 and 24, Eric plays some attention-getting, high-pitched notes that really 
jump forth from the speaker and grab the listener by the ear. These feedback-like notes are 
produced by Eric’s skillful usage of a picking technique known as the pinch harmonic (represented 
by the abbreviation “P.H.” in the transcription). 

For those of you unfamiliar with this technique, a pinch harmonic is an artificial harmonic 
produced when the tip of the right hand’s thumb brushes the string during a downpick attack. A 
large part of producing this effect lies in holding your pick between your thumb and index finger or 
thumb and middle finger. However, you’ll need to “choke up” on the pick so that only a small 
portion of it extends beyond the tip of the thumb. This is especially important because it is this part 
of the thumb that is largely responsible for sounding the artificial harmonic. 

However, just holding the pick correctly won’t necessarily produce a pinch harmonic. The 
sounding harmonic itself can only be produced when the thumb touches the string at one of the 
harmonic node points along the string. (Harmonic node points are areas on the string where 
harmonics occur.) Different harmonics can be generated by pinching the string at different points. 
Moreover, the locations of the node points change with each new left-hand fret position, so you'll 
need to find them by exploring different areas of the string. For instance, to produce the ultra-high 
C harmonic heard at the end of Figure 2 (bar 24, 20th fret), you’ll need to pinch the E string just 
over the middle pickup area of the guitar. 

The best way to practice pinch harmonics is to start with just one fretted note and "pinch" up 
and down the string searching for various node points. Using extra gain or distortion will enhance 
the effect and help to bring out hidden or hard-to-find node points. 


Figure 2 Guitar Solo 
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Guitar Notation Legend 


Guitar Music can be notated three different ways: on a musical staff, in tablature, and in rhythm slashes. 


D A D Е G 
АНУТНМ SLASHES are written above the open 3fr 
staff. Strum chords in the rhythm indicated 
Use the chord diagrams found at the top of چس‎ 
the first page of the transcription for the 
appropnate chord voicings. Round Notes: 
noteheads indicate single notes Е 
THE MUSICAL STAFF shows pitches and i | 


rhythms and ts divided by bar tines into 
measures. Pitches are named after the first Strings 
seven letters of the alphabet. 


TABLATURE graphically represents the 

guitar fingerboard. Each horizontal line 

represents a a string, and each number 

non sme 4th string, 2nd fret 151 & 2nd strings open D chord 
open, played together 


Definitions for Special Guitar Notation 


HALF-STEP BEND: Strike the note and bend WHOLE-STEP BEND: Strike the note and 


GRACE NOTE BEND: Strike the note and SLIGHT (MICROTONE) BEND: Strike the 
up 1/2 step. bend up one step. bend up as indicated. The first note does note and bend up 1/4 step 

Not take up any time. 

oS : ^ 
12 12 
BEND AND RELEASE: Strike the note and PRE-BEND: Bend the note as indicated, PRE-BEND AND RELEASE: Bend the note UNISON BEND: Strike the two notes 
bend up as indicated, then release back to then strike it. as indicated. Strike it and release the bend simultaneously and bend the lower note up 
the original note. Only the first note is back to the original note. to the pitch of the higher. 
struck. 
ж 
اھ‎ full 

VIBRATO: The string is vibrated by rapidly WIDE VIBRATO: The pitch is varied to a HAMMER-ON: Strike the first (lower) note PULL-OFF: Place both fingers on the notes 
bending and releasing the note with the Qreater degree by vibrating with the fretting with one finger, then sound the higher note to be sounded. Strike the first note and 
fretting hand. hand. (on the same string) with another finger by without picking, pull the finger off to sound 

fretting it without picking. the second (lower) note. 


= 


LEGATO SLIDE: Strike the first note and SHIFT SLIDE: Same as legato slide, except TRILL: Very rapidly alternate between the TAPPING: Hammer (“ар”) the fret indicated 
then slide the same fret-hand finger up or the second note is struck. Notes indicated by continuously hammering with the pick-hand index or middle tinger 
down to the second note. The second note on and pulling off. and pull off to the note fretted by the fret 
В not struck. hand. 


еттен; 


NATURAL HARMONIC: Strike the Note while 
the fret-hand lightly touches the String 
directly over the fret indicated. 


MUFFLED STRINGS: A percussive sound is 
Produced by laying the fret hand across the 
String(s) without depressing, and striking 


them with the pick hand. 


ARPEGGIATE: Play the notes of the chord 
indicated by quickly rolling them from 


bottom to top. 


0.8. al Coda 


0.8. al Fine 


NOTE: 


: The note is fretted normally РИСК SCRAPE: The edge of the pick ; 
it 4 ο. К ies by gently resting the rubbed down (or up) the stg prod à 
pick hand's index finger directly above the a scratchy sound. 
indicated fret (in parentheses) while the pick 
hand's thumb or pick assists by plucking the 
appropriate string. 


PINCH HARMONIC: The note is fretted 
Normally and a harmonic is produced by 
adding the edge of the thumb or the tip of 
the index finger of the pick hand to the 
normal pick attack. 


8va 


TREMOLO PICKING: The note is picked as 


: the pick across the strings 
dicated with a $ rapidly and continuously as possible. 


PALM MUTING: The note is partially muted i 
indicated with a single motion. 


by the pick hand lightly touching the 
string(s) just before the bridge. 


VIBRATO BAR SCOOP: Depress the bar just VIBRATO BAR DIP: Strike the note and then 
pitch of the note or chord is dropped a before striking the note, then quickly immediately drop a specified number of 
specified number of steps (in rhythm) then release the bar. steps, then release back to the original 


retumed to the original pitch. pitch. 


VIBRATO BAR DIVE AND RETURN: The 


Additional Musical Definitions 


Accentuate note (play it louder) Rhy. Fig. * Label used to recall а recurring 
accompaniment pattern (usually chordal). 
Accentuate note with great intensity Riff * Label used to recall composed, melodic 
lines (usually single notes) which recur. 
Play the note short Fill * Label used to identify a brief melodic 
figure which is to be inserted into the 
arrangement. 
Downstroke Rhy. Fill * Achordal version of a Fill. 
Upstroke tacet * Instrument is silent (drops out). 
Go back to the sign ( % ), then play until و‎ * Repeat measures between signs. 
Wila Rue N 1 
the measure marked “To Coda," then skip паана на 
to the section labelled “Coda.” 
Go back to the beginning of the song and 1 s When a re š ifferent 
i > [ 8 " peated section has differen! 
μμ — n 2 endings, play the first ending only the first 
EE =i — time and the second ending only the 


Tablature numbers in parentheses mean: 


1. The note is being sustained over а system (note in standard notation is tied), ог 
pull-off, slide or vibrato begins, or 


2. The note is sustained, but a new articulation (such as a hammer-on, 
3. The note is a barely audible “ghost” note (note in standard notation i: 


94 


5 also in parentheses). 
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ALL BOOKS INCLUDE TABLATURE 


00690002 Aerosmith — Big Ones ................... $22.95 
00694909 Aerosmith — Get AGrip .................. $19.95 
00692015 Aerosmith's Greatest НИв................. $19.95 
00660133 Aerosmith ~ Pump ..................... $19.95 
00694865 Alice In Chains — Dirt ...................519.95 
00660225 Alice In Chains — Facelift . .$19.95 
00694925 Alice In Chains — Jar Of FlievSap .......... $19.95 
00694932 Allman Brothers Band — Vol. 1 ............ $24.95 
00694933 Allman Brothers Band — Vol. 2 ............ $24.95 
00694934 Allman Brothers Band — Vol. 3 ............ $24.95 
00694826 Anthrax — Attack Of The Killer B's .......... $19.95 
00694876 Chet Atkins — Contemporary Styles ......... $19.95 
00694877 Chet Atkins — Guitar For All Seasons ........ $19.95 
00694918 The Randy Bachman Collection ............ $22.95 
00694929 Beatles: 1962-1966 ..................... $24.95 
00694930 Beatles: 1967-1970 ..................... $24.95 
00694880 Beatles - Abbey Road ................... $19.95 
00694832 Beatles For Acoustic Guitar ............... $19.95 
00660140 Beatles Guitar ВооК..................... $19.95 
00690044 Beatles — Live At The ВВС ...... φον بت‎ 92255 
00694891 Beatles — Кеуоһег...................... $19.95 
00694914 Beatles — Rubber Soul ................... $19.95 
00694863 Beatles – 

Sgt. Pepper's Lonely Hearts Club Band ..... $19.95 
00694931 Belly -Star ........................... : 


00694884 The Best of George Benson 

00692385 Chuck Berry .......................... 

00692200 Black Sabbath — We Sold Our Soul 
FOF ROCK N: Rolly ало ois a bo ай 

00694770 Jon Bon Jovi — Blaze Of Glory ........ ve $19.95 

00690008 Bon Jovi — Cross Road............ cs 

00694871 Bon Jovi — Keep The Faith ......... 

00694775 Bon Jovi — Slippery When Wet ........ 

00690102 Bon Jovi - These Days .............. 

00694935 Boston: Double Shot Of Boston 

00694762 Cinderella — Heartbreak Station 


00692376 Cinderella — Long Cold Winter ........ 00660001 Yngwie Malmsteen's Rising Force — Odyssey . .$19.95 
00692375 Cinderella — Night Songs .:.......... 56 00694757 Yngwie Malmsteen — Trilogy. ............:: i 
00694875 Eric Clapton — Вохей542................ 00 00694956 Bob Marley — Legend . М Ее 
00692392 Eric Clapton — Crossroads Vol. 1 ........... $22.95 / 00690075 Bob Marley — Natural Mystic | 201-0 
00692393 Eric Clapton - Crossroads Vol. 2........... $22.95 / 00094945 Bob Marley — Songs Of Freedom . 
00692394 Eric Clapton — Crossroads Vol. 5 ........... $22. 00690020 Meat Loaf — Bat Out Of Hell I & и. стада 
00690010 Eric Clapton — From The Cradle ........... $19,95 00694952 Megadeth — Countdown To Extinction . 
00660139 Eric Clapton - Journeyman .......... . $19.95 00694951 Megadeth — Rust In Peace ............... 
00694869 Eric Clapton ~ Unplugged ........... ...$19.95 00694955 Megadeth — Selections From "Peace Sells... y 
00692391 The Best of Eric Clapton. ............... 30: 95 But Who's Buying?” & 
00694896 John Mayall/Eric Clapton — Bluesbreakers وو‎ 95... "50 Far, So Good...So What!” 
00694873 Eric Clapton — Timepieces ................ $19.95 00690011 Мерайеаш - Youthanasia ........... 
00694837 Albert Collins — 00694868 Gary Moore — After Hours ........... 
The Complete Imperial Recordings ........ $19.95 00694849 Gary Moore - The Early Years : 
00694862 Contemporary Country Guitar ............. $18.95 00694802 Gary Moore - Still Got The Blues........ ,..519.95 
00660127 Alice Cooper — Тгазһ.................... $19.95 00690103 Alanis Morissette — Jagged Little Pill ........$19.95 
00694941: Crash Test Dummies ~ God $ни ед His Feet .$19.95' 00094958 Mountain, Best Of ...................... $19.95 
00694840 Cream — Disraeli Gears 00694895 Nirvana — Bleach .................. .....$19.95 
00690007 Danzig 4 .............. 00694913 Nirvana — In Лего...................... $19.95 
00694844 Def Leppard. Adrenalize -.............. 8195--. 00694901 Nirvana — Incesticide. ................... ms 
00660186 Мех De Grassi Guitar Collection ........... $19.95 00694883 Nirvana — Nevermind .................... $1995 ` 
00694831 Derek And The Dominos — Layla 00690026 Nirvana — Unplugged In New York . . . .. .. ει .$19.95 
& Other Assorted Love Songs ............ $19.95 00094847 Best Of Ozzy Osbourne ............. өө \ $22.95 4 
00660175 Dio — Lock Up The Wolves ............... $19.95 — 00694830 Ozzy Osbourne - No More Tears ۱٠ 
00660178 Willie Dixon .......................... $24.95 00694855 Pearl Jam ~ Ten ....................... 
00694920 Best о[Ргее........................... $18.95 00093800 Pink Floyd — Early Classics ............... 
00690089 Foo Fighters .......................... $19.95 00693864 Police, The Best Of ...,............ 
00690042 Robben Ford Blues Collection ............. $19.95 00694967 Police - Message In A Box Boxed Set 
00694894 Frank Gambale – The Great Explorers . . . . .. . $19.95 00692535 Elvis Presley .......................... 
00694807 Danny Gatton — 88 Elmira St ۰ 00690032 Elvis Presley - The Sun Sessions ....... ‚...$22.95 
00694848 Genuine Rockabilly Guitar Hits 00694975 Queen — Classic ....................... $24.95 


00694798 George Harrison Anthology , .. $19.95 
00690068 Return of The Hellecasters ...............$19,95 
00692930 Jimi Hendrix — Are You F. ас. πο: ἡ λον $19.95 
00692931 Jimi Hendrix — Axis: Bold As Love . $19.95 
00694944 Jimi Hendrix — Blues ..........4......... $24.95 
00000192 The Jimi Hendrix — Concerts ....1........ $24.95 
00692932 Jimi Hendrix — Electric Ladyland .......... $24.95 
00694923 Jimi Hendrix — The Experience 

Collection Boxed St ................ 575.00 


00660099 Jimi Hendrix - Radio One . 
00694919 Jimi Hendrix — Stone Free 


$24.95 
$19.95 


00660024 Jimi Hendrix — Variations On A Theme: 

Red HOUSE: 222, ausos کی چیر‎ DA: $19.95 
00690017 Jimi Hendrix — Woodstock ............... $24.95 
00690038 Gary Hoey — Best Of $19.95 
00660029 Buddy НоШу........................... $19.95 
00660200 John Lee Hooker — The Healer ............ $19.95 
00660169 John Lee Hooker — A Blues Legend ,........ $19.95 
00690054 Hootie & The Blowfish — Cracked Rear View . .$19.95 
00694905 Howlin’ Wolf اص و و‎ ol eee eee ee $14.95 
00694850 Iron Maiden — Fear Of The Dark ........... $19.95 
00694938 Elmore James — Master Electric Slide Guitar . .$ 14.95 
00694833 Billy Joel For Guitar ..................... $19.95 
00660147 Егіс Johnson ................ $19.95 
00694912 Eric Johnson — Ah Via Musicom . $19.95 
00694911 Егіс Johnson — Tones ................... $19.95 
00694799 Robert Johnson — At The Crossroads ........ $19.95 
00693185 Judas Priest — Vintage НИ$.,.............. $19.95 
00660050 В. В. King ........... Я $19.95 
00690019 King's X — Best ОГ $19.95 
00694903 The Best Of Kiss........ қ 524.95 


00690070 Live – Throwing Copper ,۰ 
00694954 Lynyrd Skynyrd, New Best à 
00694845 Yngwie Malmsteen — Fire And Ice 
00694756. Yngwie Malmsteen — Marching Out . . . 
00694755 Yngwie Malmsteen's Rising Force 


А 


. 00694411 02 — ώς 
00690039 Steve Vai — Alien Love Secrets 


RECORDED VERSIONS 


The Best Note-For-Note Transcriptions Available 


00694974 Queen — А Night At The Opera ............ $19.95 
00694969 Queensryche - Selections from 

"Operation: Mindcrime" . $19.95 
00694910 Rage Against The Machine .............. $19.95 
00693910 Ratt — Invasion of Your Privacy ........... 919.95 
00693911 Ratt — Out Of The Cellar T $19.95 
00690055 Red Hot Chili Peppers — Bloodsugarsexmazik $19.95 
00690090 Red Hot Chili Peppers — One Hot Minute . . . . 922.05 
00690027 Red Hot Chili Peppers — Ош In [.А......... $19.95 
00694968 Red Hot Chili Peppers — Selections 

from "What НИЗ” نچک یرہ سر ضر و‎ $22.95 
00694892 Guitar Style Of Jerry Reed ................ $19.95 
00694899 REM — Automatic For The People ......... 


00694898 REM — Out Of Time ....... 

00660060 Robbie Robertson ....... 

00694959 Rockin' Country Guitar 

00690014 Rolling Stones — Exile On Main Street .......52495 
00694976 Rolling Stones — Some Girls .............. $18.95 


00694897 Roots Of Country Guitar ................. $19.95 
00694836 Richie Sambora – Stranger In This Town .... 
00694805 Scorpions — Crazy World ................. 
00694916 Scorpions — Face The Heat 
00694870 Seattle Scene 
00690076 Sex Pistols — 


Never The Bollocks, 

\ Here's The Sex Рібюіб.................. $19.95 
00690041 Smithereens - Best Of ................... $19.95 
00694885 Spin Doctors — Pocket Full Of Kryptonite . . . . . $19.95 
00694962 Spin Doctors — Turn It Upside Down 
00694917 Spin Doctors — Up For Grabs 
00694921 Stéppenwolf, The Best Of ....... 

00694801 Rod Stewart, Best Of .................... 

00694957 Rod Stewart — Unplugged...And Seated ......$22.95 
00690021 Sting — Fields Of Gold 
00694824 Best Of James Taylor .................... 
00694846 Testament - The Ritual .................. 
00694887 Thin Lizzy — The Best Of Thin Lizzy . 
00690050 Toad The Wet Sprocket 
00694410 The Веяо402............. 


00660137 Steve Vai - Passion & W 


00694904 Vai – Sex and Religion . X... ...... 
00690023 Jimmy Vaughan — Strange 
00690024 Stevie Ray Vaughan — % 
X Ὃ و‎ vider Ее $19.95 
00694879 ‘Stevie Ray Vaughan -ш The Beginning ..... $19.55 
. 00660136 Stevie Ray Vaughan — In Зер....3......... $19.95 
00660058 Stevie Ray Vaughan — 
Lightnin’ Blues 1983 - 1987 .....\...... $24.95 
00690036 Stevie Ray Vaughan - Live Alive ....-\...- $24.95 
00694835 Stevie Ray Vaughan — The Sky Is Crying à. . .$19.95 
00690015 Stevie Ray Vaughan — Texas Flood ....... \,.$19.95 


00690025 Stevie Ray Vaughan -- Soul To Soul .. 
00694776 Vaughan Brothers — Family Style . . ..919.95 
00660196 Vixen - Rev HUP ......................- 51995 
00694789 Muddy Waters — Deep Вішез..........---- 

‚| 00690071 Weezer 
` 00694888 Windham Hill Guitar Sampler 


0196 


guitar 


Guitar School takes you to class when it comes to learning how your favorite artists play. Every book comes ы ہو‎ wih lessons on the 
guitar techniques and styles that make that artist special. Solos, riffs and all relevant guitar parts are — in the ساےہ‎ 
exact transcriptions of these parts in both notes and tab. If you want to improve your chops, this series provides you with special exercises 
and lesson books by experts in the field. All books include tablature. 


Judas Priest - 
Hell Bent For Lead Licks 


Complete with full analysis of over 50 Priest licks, Other high- 
lights include an exclusive interview with both KK. 

and Glen Tipton about their unique sound and style, a complete 
discography and and track-by-track breakdown of their guitar 
solos cross referenced with the Hal Leonard Judas Priest 
Recorded Versions folios. 


Beatles Guitar Techniques 

Not only is this a stylistic analysis of the guitar licks and solos of 
the Beatles, but a deeper study of John, Paul and George's indi- 
vidual guitar concepts and techniques. A wonderful chronolog- 
ical sampling of early and later Beatles material is covered, 
complete with lessons and details on the Beatle who actually 
played the guitar parts. A must for anyone wanting an inside 
look at the Beatles' songs. 

00660105 ki 


Eric Clapton Solos 
with lessons by Jesse Gress 

This Guitar School book ccntains lessons with transcriptions 
of the solos to Eric Clapton’s best work. It helps you under- 
stand as well as play the music. Includes 16 of his best, 
including: After Midnight (2 versions) е Lay Down Sally e 
Cocaine е Strange Brew. 


$19.95 00660089. 


Kiss: Featuring The Guitar Styles 
of Ace Frehley & Paul Stanley 


A master class teaching all of the essential licks and tricks by 
Kiss guitarists Ace Frehley, Paul Stanley, and more. Featuring 
songs like “Shout It Out Loud” and “Love Gun.” 

00606547. саанан ο ος 


Best 0f Def Leppard 

This book takes you on a guided tour through the guitar styles 
of Def Leppard, showing the development of the Def Leppard 
sound. It includes lessons with theory and style information to 
help you incorporate the concepts behind these styles into your 
own playing. Includes licks from 12 classics, including: 
Bringin’ On The Heartbreak е Love Bites е Pour Some Sugar 


Yngwie J. Malmsteen - 


Transcribed Solos 
This book contains lessons with transcriptions in notes and 


tab of 14 of Yngwie Malmsteen's latest best solos. Dave 
On и фы hotograph е and more. iis Whitehill's instruction helps you understand as well as play 
00660333. موس یس‎ куырады : heie 
Al DiMeola Solos 00660000 μμ $14.95 


by Dan Towey 

This exploration of DiMeola's music includes transcribed 
solos, lessons, and 17 songs: Adonea е The Embrace е 
Global Safari е Indigo е Kiss My Axe е Last Tango For Astor 
е Morocco 9 One Night Last June е Ritmo De La Noche е 
Traces Of A Tear е and more. 


Guitar School Presents 

Gary Moore 

Here's an in-depth look at the guitar style of the modern 
rock master. From his days with Thin Lizzy through his cur- 
rent blues-based explorations, you'll follow the evolution of 
the Gary Moore style. Includes transcriptions of excerpts 
from many of Gary's best recordings in notes and tab, along 
with lessons on the techniques used. 

ο Selec $16.95 


In Deep With Jimi Hendrix 

In Deep With Jimi Hendrix brings you closer to the music 
and the artist than you've ever imagined. This is accom- 
plished through breaking down and reassembling the solos, 
riffs, rhythm figures, harmony lines, ensemble parts, and ua — 
more. АП performance techniques and equipment are STEVE VAI 

explored in detail. If you want to learn the techniques of 
Hendrix, this is the book for you. 

00600335 ионные $16.95 


Guitar School Presents Steve Vai 
Learn nearly every technique in Steve Vai's incredible arse- 
nal, including speed picking, whammy bar usage, exotic 
scales, tapping, harmonics, rhythms, and more! This book 
features instructions and tips as well as transcriptions ia 
notes and tab of songs like “Touching Tongues,” “For 
Love Of God,” and “The Animal.” 
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Jimi Hendrix Solos 
with lessons by Dave Whitehill 


13 songs from this legend, including: All Along The Watch- (00560025 ноор ——— $16.95 
tower е Castles Are Made Of Sand Foxy Lady ٭‎ Hey Joe е 
Little Wing е Purple Haze. 
Е 10[95 Stevie Ray Vaughan: 
Big Blues From Texas 
by Dave Rubin 
Learn the hottest licks and rhythms selected from Stevie Ray's greatest songs. Each 
Eric Johnson . | Song is explained and analyzed through in-depth lessons and transcriptions. This 
This book explores twelve tracks from Eric 5 two solo albums Tones and Ab Via information will not only allow access to Stevie's music, but will also inspire you to 
Musicom. Transcription excerpts are provided with accompanying lessons on how Create your own improvised solos. 15 songs, including: Pride And Joy е Scuttle 
to perform and study the playing techniques involved in each example. Buttin' e Empty Arms e Love Struck В aby « and more. 
[rire ir M ——— ο A &É£$ $14.95 00660045 $16.95 


Prices, content, and availability subject to change without notice 


FOR MORE INFORMATION, SEE Your LocaL Music DEALER 
, 


OR WRITE To: 


HAL*LEONARD: 


CORPORATION um 
7777 W: BLUEMOUND RD. Р.О. Box 13819 MiLwaUKeE, WI 83213 


U.S. $19.95 


ISBN 0-?335-uu1?-3 
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